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The purpose of this explorative field study using elements of case study design was to 
understand how DIY (Do It Yourself) fashion designers learn to engage in entrepreneurship. DIY 
fashion designers in this study refers to designers who personally design and make each garment 
without relying on manufacturers. These fashion designers all have design skills, but as they 
transition from designer to designer-entrepreneur with existing skills, they realize an additional 
set of skills is needed. To understand why they started the business and how they learned the 
skills necessary to maintain this dual role, the researcher interviewed 20 designer-entrepreneurs 
with different levels of experience: novice (3-5 years), middle-level (6-10 years), and seasoned 
(11 plus years). A selected literature review was conducted to shed light on the work of other 
researchers related to fashion entrepreneurship, entrepreneurship, and adult learning. 
The researcher used a qualitative methodology to explore how the designer-entrepreneurs 
learned and what they learned to maintain their dual role. A purposeful sample was drawn from a 
group of designer-entrepreneurs with different educational backgrounds and professional 
experiences. Data were collected through individual interviews followed by two focus group 
discussions. Data were examined to understand why certain DIY fashion designers chose to 
become designer-entrepreneurs, what challenges they faced in the dual role, how and what they 
learned, and which learning strategies they used.  
All designer-entrepreneurs in this study indicated that the motivation for becoming a 
designer-entrepreneur was to address their inner needs, which required both intrinsic reward and 
extrinsic validation. An overwhelming majority of them stated that most of the challenges 
stemmed from the entrepreneurial half of their dual role because they lacked the information 
needed to sustain it. All designer-entrepreneurs in this study learned through experiential and 
self-directed learning. A majority of them indicated that their main learning strategies consisted 
of finding or forming social networks for their design and business needs and developing their 
own learning habits. 
Based on these findings, the researcher made recommendations for educators teaching 
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Chapter I provides a context for this study on the learning process of DIY (Do It 
Yourself) fashion designers embracing entrepreneurship. This refers to the fashion designers who 
make their own garments and launch a business to sell their handmade garments. Not all fashion 
designers choose this path. By exploring their learning process, the goal is to understand the 
knowledge to inform adult educators and those who also wish to make the transition from being 
a DIY fashion designer to being a designer-entrepreneur. This knowledge can be applied in both 
non-academic and academic settings, as many higher education institutions are offering various 
supports to students who wish to launch their business while in school. This chapter includes 
information on the history of fashion design as an occupation, formal education for the designers 
and entrepreneurs, learning that takes place in DIY communities to learn both design and 
entrepreneurial skills, and the relatively recent increase in growth of the DIY movement for 
fashion entrepreneurs. It also clarifies the study’s research problem, purpose, and questions; 
overviews the research design; clarifies assumptions; and discusses rationales and significance. 
Background and Context 
Some DIY fashion designers are able to perform both roles of being a DIY fashion 
designer and an entrepreneur successfully, turning their design skills into a profitable business. 
Others who also wish to perform this dual role struggle with it, regardless of their design skills. 
Some simply give up in the process. The researcher was interested in learning why some 
designers are also able to become entrepreneurs successfully and how they are able to acquire the 
very different set of skills needed to do so. Success can be defined in different ways. For 
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designer-entrepreneurs, success can be defined as making the transition from a designer to a 
designer-entrepreneur and making a living while maintaining this dual role. 
There are many categories under the term designer. This research focused on fashion 
designers making and selling their own handmade clothing. They use tools, such as a sewing 
machine or knitting needles. They also purchase other materials needed, such as fabric or yarn. 
The fashion designers in this study choose to make their own design into garments instead of 
having the design manufactured in a factory. 
“The use of fibrous materials as a medium for art works is not new; woven, knitted, 
printed, and otherwise treated materials have long appeared in the history of mankind” (Henning, 
1977). Although the practice of creating fiber objects has existed for a long time, the term fiber 
art was introduced after World War II with new art developments in textiles and innovative use 
in the 1960s and 1970s (Auther, 2008). As is true with many other art terms, there is no universal 
definition for fashion design or fiber art. Some apparel makers call themselves fiber artists 
instead of fashion designers because of their innovative use with the fiber. The term is loosely 
used for any type of art with some type of fiber. This research explored how some DIY fashion 
designers, who sometimes call themselves fiber artists, also became entrepreneurs. The DIY 
fashion designers are part of slow fashion as they make the apparel and, in many cases, start and 
continue to sell in their local environment. Although there are different ways to describe slow 
fashion, one way is that it is locally made clothing (Stefko & Steffek, 2018).  
Although there is no single definition for entrepreneur, one simple way to define the term 
is someone starting a new business (Round & Williams, 2008). When using this definition, the 
concept of entrepreneurship is not new; it has existed since new businesses started. However, it 
became a major focus after the recession in 2008 as an economic recovery model (Zhang, 2017). 
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With the growing popularity of entrepreneurship, many schools started offering entrepreneurship 
programs. There may be different reasons: unstable job market leading to people wanting to 
create jobs for themselves or many millennials not wanting to follow the traditional career path 
their parents may have taken for various reasons. This research focused on the fashion 
entrepreneurs going against the norm of mass production. Instead, they believe in creating the 
products themselves. It is important to note that the entrepreneur may not be able to make every 
product. Depending on the size of the order, the entrepreneur may have to rely on an assistant or 
a few employees. This study focused on entrepreneurs who make the products themselves or rely 
on assistants only when needed. 
The researcher’s goal was to review the history of these individuals and the different 
factors that pushed them to take actions to become entrepreneurs and then to find connections to 
learning in adult education. Both formal and informal learning options are available for this 
group. For formal learning, there are entrepreneurship programs in academic settings and in the 
communities. This can be semester-long courses that lead to an entrepreneurship certificate or 
degree, or accelerator programs available in many urban areas. They both lead to supporting the 
student or participant in launching a business. For informal learning, entrepreneurs gain 
entrepreneurial skills in an unstructured setting. This can be connecting with other entrepreneurs 
or experts in the area in person or online or seeking and finding learning opportunities as needed.   
Based on the researcher’s familiarity and experience with the field, fashion designers 
often acquire designer skills first, and the desire to launch a business happens afterwards. Many 
fashion educators and institutions with fashion programs are only teaching the skills to create the 
designs; they do not introduce the entrepreneurial skills that may be needed for those who want 
to become fashion entrepreneurs. Part of this may be that it is difficult simply to add courses 
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when many studio course hours are often longer than non-studio courses. Schools offering 
business courses in an art program have only added general business courses to the program, 
which is not necessarily the content that design students or current designers need. Through this 
study, the initial goal was to understand the learning process of designer-entrepreneurs in the 
hope that this knowledge would be used to educate fashion designers who want to become 
designer-entrepreneurs. This will be valuable information in higher education as well since there 
are students launching businesses while in school.   
Fashion Designers 
Research by Wenting (2008) explored fashion design as an occupation from its beginning 
through the 1960s. Fashion design as a profession started with Charles Frederick Worth in 1858, 
who formed the first couture (made to measure) house in Paris. Prior to Worth, seamstresses 
were at the same level as servants to the people who were able to afford made-to-measure 
garments. Worth receives credit for changing this servant-master relationship to an artist-patron 
relationship. When Worth started creating garments for the royalty with his label sewn in, others 
also wanted garments made by him. Instead of Worth working at their homes, consumers started 
to visit his house, as patrons would visit an artist’s studio. This method stayed the same until 
ready-to-wear became the new market segment in the 1950s and 1960s.   
The ready-to-wear market became available with the invention and popularity of sewing 
machines. Although there are records of the invention as early as the mid-1700s, marketable 
sewing machines, including the patents, became available in the mid-1800s (Lampe & Moser, 
2010). This is around the same time that Worth started his couture house, but it took some time 
before sewing machines became a popular tool for making garments. Even though using a 
sewing machine reduced sewing time and produced consistent stitches, there was resistance by 
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both designers and consumers to using a sewing machine. It took another century for ready-to-
wear products to become popular among consumers. Due to lower wages, the majority of apparel 
production is now done overseas, but there is a recent trend of consumers interested in apparel 
made in the U.S.A., especially among younger consumers (Oorlog & Sadachar, 2017). 
Education 
Fashion business is significant in the United States. According to SpendingPulse, 
Americans spent over $177 billion on apparel in 2009 (Coster, 2010). In looking at the global  
e-commerce market in 2020, fashion was the largest segment, with a revenue of $666 billion; it 
is estimated that by 2025, the revenue will be over $1 trillion (Statista, 2021). With an 
expectation that a large industry would provide greater employment opportunities, schools have 
created more programs of study and students continue to enroll in different fashion design or 
fashion merchandising programs. Fashion student enrollment numbers have consistently 
increased in metropolitan areas such as New York, Los Angeles, and Boston (Breitman, 2006; 
Gerber & Saiki, 2010) as well as midwestern universities in the last few decades (Gerber & 
Saiki, 2010; Koch, 2006). Television shows and films such as Project Runway and The Devil 
Wears Prada also led fashion programs to become popular. 
Fashion programs often consist of drawing, draping, flat pattern design, and sewing 
techniques, in addition to general education courses. Depending on the school, students may 
have an option to select a specialization such as childrenswear, knitwear, or special occasion 
(Fashion Institute of Technology, 2015). If the major falls under an art program or is offered at 
an art school, there may be more art classes than technical classes. 
Changes in technology play an important role in the courses being offered. Although 
hand-drawn illustration courses are still offered, computer-aided design programs are also taught 
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in fashion illustration courses. Students still drape and create flat patterns by hand but also learn 
how to use various software for computerized flat pattern design. Students learn to use both 
traditional methods by hand and digital tools used in larger fashion design companies (Faerm, 
2012). 
DIY (Do It Yourself) Group 
Based on the researcher’s personal knowledge of the field and limited research found for 
this study, it is difficult to obtain accurate data on how many current fashion designers want to 
become entrepreneurs. While working as a designer for a company, almost all of them are 
required to sign an agreement which gives all design rights to the company while they are 
employed (Fasanella, 2006). This is true for both salaried employees and contract employees. 
There is an assumption that while employed, the preparation part of starting one’s own business 
is done in secret, for the fear of losing all designs to the company. Even if the designs are very 
different from the employer’s brand or the work is completed outside working hours, fashion 
designers are afraid to share openly that they are planning to launch their own business. 
There are more accurate data for design students wanting to become entrepreneurs. 
According to a 2012 study conducted by Giles (2012), 56% of the 322 New York City design 
school graduates responded that they would like to start their own business, but only 12% of the 
respondents believed that the schools are providing the opportunities to develop entrepreneurial 
and business skills (Farley, 2012). The design school graduate data showed that many do want to 
launch their own business.  
Compared to the expensive and time-consuming launching process of the past, it has 
become easier to start a small business with websites such as Etsy (Luckman, 2013). Etsy is an 
online marketplace where artisans can list their products for sale. With Etsy, fashion designers do 
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not have to worry about delivering a required number of pieces in various sizes and colors, 
which may or may not sell. If they wish, they have the option to simply make one and make 
more as they receive orders. The listing fee and sales fee are much more affordable than the 
upfront cost needed for traditional retail setting (Etsy, 2021). This format is so successful that 
even Amazon has created Amazon Handmade, which is very similar to the Etsy model 
(Leinbach-Reyhle, 2015). 
One resource commonly used by fashion designers wanting to learn informal 
entrepreneurial skills, in addition to design skills, is the DIY (Do It Yourself) groups. These 
groups meet virtually, in person, or in both settings. The members also include people who 
simply want to learn the design skills, not necessarily the entrepreneurial skills. An example 
would be TechShop. TechShop was first started in Silicon Valley in 2006 and was located in 
various cities. With $100-a-month membership, members had access to 3D printers, laser cutting 
machines, and other equipment, which often are too expensive for an individual to purchase 
(Stangler & Maxwell, 2012). In 2018, TechShop officially closed its business. It was actually 
acquired, but there is an ongoing trademark dispute with the name. Many cities have 
makerspaces with different names not associated with TechShop. 
The DIY movement started in the early 2000s and it has created various local, national, 
and global communities that reject consumption norms. The movement includes sewing, 
gardening, recycling, and any other activities where the person doing the activity has control 
over the process of creating. Along with the creative process, members share this knowledge in 
new forms. Hemphill and Leskowitz (2013) conducted a case study interviewing 10 identified 
DIY activists in one community, with different educational backgrounds and occupations. In the 
study, (a) autonomy and choice, (b) self-direction, (c) cooperative learning, (d) learning from 
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community, and (e) breaking down hierarchy in roles—the change in the roles of learner and 
teacher (Freire, 1970)—were found to be the criteria for effective learning in the DIY movement.   
Some may argue that the DIY movement is nothing new as there have always been 
people doing activities on their own without relying on another source and challenging what 
others consider the norm. Similar movements in the past were the Beats in the 1940s, the Hippies 
in the 1960s, and the Punks leading into the 1980s (Hall & Jefferson, 1976). These other 
movements are similar in the sense that their ideas go against the norm, but not in the sense that 
they all lead to creating products. The majority of the products available in the United States now 
are made overseas. The DIY movement goes against this norm by designers making the products 
themselves. At the same time, this may or may not lead to attempting to sell the products. 
Fashion Entrepreneurship 
While students are graduating with the skills needed (apparel design, textile design, fiber 
arts, etc.), there are still not enough employment opportunities as designers for these college 
graduates, contrary to the size of the industry. Although the fashion industry is growing, 
employment opportunities for fashion designers are projected to decline 4% from 2019-2029 
(Bureau of Labor Statistics, 2021). Even for those who have experience working in the industry 
for some time, it can be difficult to find new positions. Some of the reasons for this are due to 
imports, changes in technology, and cost-cutting measures (U.S. Department of Veterans Affairs, 
2007). Another reason is because many designers move to another fashion company after a few 
years. Designers often feel forced to leave because companies want new, and often young, 
designers to bring new ideas to the company. An older American designer even admitted that she 
often hires young talent for this very reason (Sischy, 2004). This may be an advantage for new 
graduates or novice designers, but not when they become experienced designers. 
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Some graduates search for employment opportunities, and others plan to start a small 
business. An entrepreneur is defined as a person with business ownership, including all 
managerial decisions of a small business (Hisrich & Peters, 1995). When fashion school 
graduates decide to be entrepreneurs with what they make, they are unsure of where to begin 
because they had no or limited exposure to entrepreneurial skills while attending an art college or 
a university with various fashion programs that are created to prepare students for the workplace 
(Faerm, 2012).   
Some schools that offer fashion design programs have also started to offer 
entrepreneurship programs (Fashion Institute of Technology, 2013). For art schools that are 
heavily design-oriented, no business courses are offered. When someone is going through a 
career change, it is common to go back to school to major in an area that is different from one’s 
previous studies. Graduates from fashion design programs who start a business often do not see it 
as a career change. As much as they need other skills in addition to design skills, they are 
hesitant about going back to school for another degree. They believe this will only slow down 
their process of starting a business. For those who have taken business courses at a business 
school, some have found the information irrelevant for their learning needs (Raffo et al., 2000). 
Educators who have seen this need have recently started to modify their business courses for 
fashion and design students (Fontaine, 2021).  This may be because the needs for fashion 
entrepreneurs are different, compared to other entrepreneurs. Some fashion designers are more 
interested in being creative and exclusive instead of maximizing production for low marginal 
costs (Banks et al., 2000).   
Other sources to which DIY fashion designers go include the internet and books. While it 
is difficult to obtain accurate data for fashion designers searching for entrepreneurial skills 
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online, there is solid data that craft-making and design publishing have been increasing even in a 
recession when other book sales have been declining (Martinez, 2009). There are magazines for 
various designs, and some of the newer ones include copyright-free designs to promote making 
and selling handmade crafts (Moolla, 2014). 
Problem Statement 
Some fashion designers become fashion entrepreneurs directly after graduating or after 
working for a company for some time. They have learned the skills to create products in schools, 
in non-traditional classes, directly from other designers, or a different learning source. They have 
practiced their skills until they were able to create the products to be sold. Many of them have 
design skills, but when they choose to launch and operate a business with existing skills, they 
realize an additional set of skills is needed. Both design and entrepreneurship require creativity, 
but these are not necessarily transferable skills. Some students believe that higher education 
settings are where they develop their creative ideas that will turn into what they need for their 
future business (Raffo et al., 2000; Miller & Acs, 2017). 
It is difficult to define success for fashion designers who have transitioned into the role of 
fashion entrepreneur (Arthur et al., 2005). For some, it could be that the business is profitable 
enough for the entrepreneur to earn a living from it. It may even include the profit leading to 
creating additional jobs in the community. Because DIY fashion entrepreneurs make the 
garments, part of the work is design and part of the work is actual production. This is very 
different from what the current job market shows, with production jobs disappearing in the 
United States more than other jobs (Smith, 2010), especially in labor-intensive manufacturing 
(Bolden et al., 2020). The business model for DIY fashion entrepreneurs is very different, 
compared to other businesses. 
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Data have shown that there are opportunities for startup fashion entrepreneurs, but the 
success rate for maintaining the business is low. While e-commerce apparel companies alone 
attracted $325.4 million of funding in 2012—a 47% increase from 2011, the success data for 
start-ups is low, according to research firm CB Insights (Pasquarelli, 2013). One of the reasons is 
DIY fashion designers who are accustomed to creating time-consuming handmade products 
cannot keep up with the competitive nature of the business and the always-changing demands of 
consumers (Dias, 2008).  
It is also important to consider the nature of the handmade garment market, where the 
majority of the entrepreneurs are women. Although the number of women in the labor force has 
consistently increased over the last few decades (Hayes & Flannery, 2000), significant numbers 
of women are leaving their workplace for entrepreneurial ventures (Fenwick & Hutton, 2000; 
Leitch et al., 2018; Terjesen, 2005). 
Overall, there is a lack of resources for DIY fashion designers considering 
entrepreneurship as their next step. Research is available on how designers learn the design skills 
as well as entrepreneurship in general, but at best, there is only limited research that links the two 
together. DIY fashion designers are different from other entrepreneurs in significant ways; 
therefore, research focusing on their learning process specifically is needed.  
Statement of Purpose and Research Questions 
The purpose of this study was to explore the process of DIY fashion designers learning to 
embrace entrepreneurship. There are some designers who balance extrinsic (must sell) and 
intrinsic (sales goals may not have been met, but learning new things was a success) values when 
they often appear to contradict one another (Gerber & Saiki, 2010). The information obtained 
from studying the entrepreneurs who maintained the designer-entrepreneur dual role for 3 or 
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more years could become valuable information for others who may want to follow their steps 
and for educators who wish to support them. 
The overarching question guiding this study was: How are DIY fashion designers 
learning to engage in DIY entrepreneurship? 
The subquestions emerging from the above research question were: 
1. Why do certain fashion designers decide to become entrepreneurs? 
2. What are the conflicts or challenges these fashion designers face as they become 
entrepreneurs (while maintaining their role as fashion designers), and how do they 
work through them? 
3. How do fashion designers learn what they need to learn in order to become 
entrepreneurs (while maintaining their role as fashion designers)?  
4. How do fashion designers find the learning strategies and the support they need to 
become entrepreneurs (while maintaining their role as fashion designers)? 
Research Approach 
The research design was an explorative field study using elements of case study design, 
including interviews with 20 DIY fashion designer-entrepreneurs in the United States. They are 
entrepreneurs creating actual products, or relying on assistants only when needed. The researcher 
visited various in-person and online craft communities. The data from personal narratives of the 
designer-entrepreneurs in this setting provided information about how and what they learn as 
individuals and the type of learning support they receive from different learning groups.   
The fashion designer-entrepreneurs in the study’s population met the following criteria: 
1. A fashion designer-entrepreneur who mainly uses some type of fiber (fabric or yarn) 
to create wearable products. The designer may also use non-fiber material that is 
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common in fashion, such as leather or other innovative new materials (recycled 
plastic that feels like fabric). 
2. A fashion designer-entrepreneur who launched a new fashion business and has been 
in business for 3 or more years. 
Assumptions 
First, it is assumed that although this is a business, the motivation for starting and 
maintaining the business for DIY fashion designers goes beyond solely making profit. As time-
consuming handmade products go against the current norm of making products in faster, better, 
and cheaper environments, the researcher explored the possibility of critical incidents in the 
narratives of the participants that guided them to select their method of production. 
Second, the skills needed as a fashion designer and the skills needed as an entrepreneur 
are different sets of skills. Certain skills may be transferable, but for the designer to adapt to the 
role of an entrepreneur and persist, the researcher assumed that additional skills would have to be 
obtained, and a different learning process may have been experienced. Prior to the study, it was 
difficult to determine whether the fashion designers saw entrepreneurial skills as an entirely new 
set of skills or as skills that build on prior learning. 
Finally, the researcher assumed that the learning experience of becoming an entrepreneur 
for fashion designers is fundamentally self-directed. Fashion designers continue to learn new 
skills and make improvements on their existing products, including the process. Though some of 
the process may be the same or similar to how they were learning in school, they are no longer in 
a formal institution as they work. Without an instructor who gives assignments and who also, 
unintentionally or intentionally, influences the final product with a grade, the learning process 
can become self-directed for designer-entrepreneurs. For others who obtain design skills  
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in an informal setting, there may be similarities on how they obtain both design skills and 
entrepreneurial skills. The researcher assumed that their experiences in the journey would reveal 
the informal learning process of fashion designers becoming designer-entrepreneurs. 
The Researcher 
As a fashion educator, the researcher has been taking her students to different apparel 
trade shows so they can see how classroom learning translates into what takes place in the 
industry. In recent years, the researcher noticed that “Made in the U.S.A.” sections have been 
growing and shows have been geared towards makers selling what they make. The makers have 
included fashion designers selling the garments they make directly to the customers. When 
students asked the researcher how these individuals are able to make a living this way, the 
researcher did not have an answer. Very little literature is available on how designers become 
designer-entrepreneurs and maintain their dual role. 
As someone who graduated from an art school with a fashion design degree, the 
researcher has seen firsthand how lost graduates are when they decide to start their own 
businesses. This can be very frustrating because their skills for creating products often have little 
to do with their role as an entrepreneur. The sets of skills are entirely different. This phenomenon 
is not limited only to fashion designers. Online marketplaces feature artists and designers using 
various media to sell their products. The researcher has been working with different communities 
and was able to observe the process. Though the researcher believes it would be helpful to 
understand the process personally, there can be potential biases because the researcher is close to 
some of the community members. The researcher put every effort into separating the study from 




Rationale and Significance 
Similar to the concept of successful business for entrepreneurs, there is a focus on the end 
result or final product for designers. Based on the research available, there is little evidence of 
researchers studying the process of how designers learn to become designer-entrepreneurs. 
However, there is some evidence of similar experiences in other creative fields, such as music or 
other design areas, where individuals make products or provide services to earn a living. It can 
be difficult to study the creative process and how that turns into a business, but it will become 
valuable information for both schools wanting to provide such opportunities for their students 
and for DIY designers who want to be designer-entrepreneurs. In addition to formal learning 
settings, this learning process also occurs in informal settings, both individually and with others 
in group settings. Their experience will become additional knowledge in self-directed learning 
research and the learning outside formal education settings (Candy, 1991; Hayes & Flannery, 
2000). 
Definitions 
The following are definitions for terms used throughout this study: 
DIY fashion designer – a clothing designer who constructs her own designs instead of 
using mass production manufacturing. 
Designer-entrepreneur – an individual who makes and sells wearable products, who 
combines the dual role of a DIY fashion designer and an entrepreneur. 
Conclusion 
Chapter I introduced the concept of a DIY fashion designer becoming a designer-
entrepreneur and maintaining this dual role as it relates to the field of adult learning. The purpose 
of the study was to examine the designers’ experiences as they navigate school, employment, and 
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the journey as entrepreneurs. Chapter II next presents a literature overview on fashion 







Different roles of entrepreneurship have been a popular topic in various fields for some 
time (Haltiwanger et al., 2010), including non-business areas and the challenge they bring to 
educators (Henry, 2020). Although it appears that much research has been conducted on 
entrepreneurs in general, little has been documented about the experience of becoming a fashion 
entrepreneur. This is particularly the case for DIY (do it yourself) fashion designers who become 
designer-entrepreneurs. For DIY fashion designers, the experience is very different because their 
core business philosophy is often different, compared to other entrepreneurs. While many 
manufacturing jobs have moved overseas due to lower wages, the entrepreneurs who are DIY 
fashion designers choose to make the products personally or rely on assistants only when needed. 
This goes against the norm of producing goods at a faster, better, cheaper rate for more profit. 
Thus, the purpose of this study was to explore the differences for this particular group by 
examining why some DIY fashion designers choose to become designer-entrepreneurs, how they 
identified and acquired what they needed to learn, and how their experience relates to adult 
learning. 
This chapter examines the three main bodies of literature related to DIY designers 
transitioning into fashion entrepreneurs. The first body of literature focuses on fashion 
entrepreneurship, looking at (a) the reasons for moving from designer to designer-entrepreneur, 
and (b) the challenges associated with this change. The second body of literature focuses on two 
adult learning theories that help understand their learning process: (a) self-directed learning, and 
(b) experiential learning. The last body of literature focuses on learning strategies and support: 
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(a) understanding the role of DIY communities, including both in-person and online experiences, 
and (b) using social networks. 
The initial search was conducted in Google Scholar and databases at Teachers College, 
Columbia University such as ProQuest, JSTOR, and ERIC. An additional search was conducted 
using the Clothing and Textile Research Journal, an academic journal associated with the 
International Textile and Apparel Association. To narrow down the focus of the study, an initial 
key phrase used was “fashion entrepreneurs in the U.S.A.” Other search terms used include DIY, 
crafters, motivation, entrepreneurship, self-directed learning, experiential learning, and social 
networks, to name a few. 
Topic One: Fashion Entrepreneurship  
Reasons 
After reviewing many theories under entrepreneurship, Hebert and Link (1989) defined 
an entrepreneur as “someone who specializes in taking responsibility for and making judgmental 
decisions that affect the location, form, and the use of goods, resources, or institutions” (p. 47). 
Bygrave (1995) proposed that the term entrepreneur should be restricted to only new 
independent organizations. The definitions continue to evolve with market changes and sub-
categories created within entrepreneurship (Smith-Hunter, 2008). When making the decision to 
become an entrepreneur, some people make this decision because they believe that their career 
options are limited. Some choose entrepreneurship to achieve higher rates of job satisfaction 
(Padovez-Cualheta et al., 2019).  
The economy, or the job market for employees, is one factor for people turning to 
entrepreneurship. Companies in the United States have been laying off employees as a common 
strategy to reduce operating costs (Kelley, 2003). The U.S. Bureau of Labor Statistics reported 
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more than 2 million job losses in 2008 and, more recently, reported that unemployment rates are 
up in all states in 2020 (Bureau of Labor Statistics, 2021). Some companies have focused on 
highly compensated employees in this process (Tejada & McWilliams, 2003). This often leads to 
laying off older employees with more experience. Although this is not viewed as the most ethical 
choice in reducing costs, in general, shareholders are content as long as the changes lead to the 
stock price increasing (Hope & Hope, 1997). Some researchers have stated that employee layoffs 
do not always lead to stock price increases (Marshall et al., 2012). On the other hand, employees 
and their families have a difficult time accepting and adjusting to this strategy (Kelley, 2003; 
Ramlall et al., 2014). Some employees decide that instead of searching for a new job, creating 
their own job by starting a business becomes an option.   
McGibbon and Moutray (2009) found that small businesses, with as few as 20 employees 
or even fewer, were the contributors to the job growth. This is not a new concept. Even as early 
as the early 1900s, entrepreneurs opening small businesses was the main reason for economic 
development because they provided employment and income for themselves and others 
(Schumpeter, 1912). Some researchers have stated that there may be little contribution to 
employment or economic growth if the employment opportunity is for the owner only (Van Stel 
& Storey, 2002). Overall, many still consider entrepreneurship to be a crucial factor for 
economic growth (Audretsch & Thurik, 2000; Bosma et al., 2018). In addition to new small 
businesses providing employment and economic stability, they provide innovation and 
competition (Donovan, 2015; Wennekers & Thurik, 1999; Zhao, 2005). Entrepreneurs in a 
similar industry often contribute to an increase in productivity (Cortright, 2006; Saxenian, 1994). 
Innovations and efficiencies often lead to additional opportunities, and competition can be good 
for both businesses and consumers.  
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Another reason why some people decide to become entrepreneurs is because they find the 
opportunity to do so, often by solving a problem. There are times when entrepreneurs develop 
business ideas while employed by another company. According to a survey of the top 100 of the 
Inc. 500 fastest-growing firms, Bhide (1994) found that 71% of entrepreneurs started the 
business with an idea that developed while employed. For some entrepreneurs, the opportunities 
surfaces while they were students (Bergmann et al., 2016). The business model can provide a 
solution for businesses or individual consumers. The idea may come while using an existing 
product at work or at home. The entrepreneurs see the need, find a solution, and start a business 
(Shah & Tripsas, 2007). A study by Shah and Tripsas (2007) showed that user entrepreneurs 
started 84% of the 263 firms they studied. The process is not linear in the sense that one problem 
leads to one solution. Entrepreneurs are able to create various methods to find solutions by 
combining resources (Brush et al., 2001; Elenurm, 2012; Kirzner, 1997), which then can lead to 
profit (Gedeon, 2010; Shane & Venkataraman, 2000). User entrepreneurship can lead to finding 
new technology and even creating a new industry (Baldwin et al., 2006; Hopp et al., 2019). 
People enter entrepreneurship because there is potential and evidence of growth. 
According to research by Barringer and Ireland (2010), entrepreneurship has grown significantly. 
These researchers stated that Amazon.com has over 45,000 books on entrepreneurship and over 
18,000 books on small business because of people’s interest in entrepreneurship. The growth is 
evident in schools too. Compared to 1985 when approximately 250 entrepreneurship courses 
were offered, there are over 5,000 today and about 80% of colleges and universities have 
participated in entrepreneurial instruction (Barringer & Ireland, 2010). These instructions may 
lead to startups, which are often small businesses. It is important to differentiate between the 
two. Small businesses can be part of entrepreneurship, but they are not the same. Small 
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businesses often concentrate on resources, while entrepreneurs focus more on opportunities 
(Stevenson & Gumpert, 1991; Volery & Mazzarol, 2015). 
Startup companies have become more common in the fashion industry as well. For 
example, the apparel industry in the past was mainly operated by large manufacturing-based 
businesses (Dickerson, 1999). Now, with changes in the industry, smaller organizational 
structure is more common (Ha-Brookshire & Lu, 2010), although this does not imply that the 
industry is becoming smaller. Globally, the fashion industry is worth $1.75 trillion and U.S. 
consumers alone spent $370 billion on apparel and footwear in 2014 (U.S. Congress, 2015). Stoll 
and Ha-Brookshire (2012) found that 95% of the apparel industry was small and medium-sized 
enterprises, based on the 2007 Economic Census. As the majority of apparel companies are 
privately held, they are not required to publish their financial information. Therefore, it can be 
somewhat difficult to determine how successful these companies are financially. Fashion 
entrepreneurs are not simply duplicating how the large manufacturers make the products. It 
would be difficult to compete, then, because small businesses cannot be at the same level as large 
businesses when it comes to efficiency. Even more, businesses that sell handmade products 
cannot compete with large businesses when it comes to quantity and price. 
As is common with other entrepreneurs, the opportunity often appears on the surface as 
starting with a problem. For example, some fashion entrepreneurs only use recycled fabric 
because more than four trillion tons of textiles go to landfills every year (Hawley, 2006), with 
only about 15% recycled (Shirvanimoghaddam et al., 2020). This allows products to be in the 
niche market category and sets them apart from other mass-produced goods. Using recycled 
materials does not imply that this will lead to sales. It may set the products apart from others, but 
consumers are still likely to buy based on the finished condition and how they are displayed 
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(Madhavi & Leelavati, 2013; Steinbring & Rucker, 2003). In general, both startup and existing 
fashion companies are now exploring sustainable business models more frequently, compared to 
the past (Todeschini et al., 2017).   
Changes in technology also lead to new opportunities. Intelligent clothing, or smart 
clothing, was introduced in the late 1990s for different functions, including comfort and safety 
(Unay & Zehir, 2012). Various apparel products are available in the current market that are made 
with high-performance fabric and some with built-in devices that monitor fitness activities 
(Aquino & Roper, 2018). Many are looking at how to combine the newest technology with what 
we wear. For example, some companies are working on creating apparel with GPS technology. 
Instead of the consumer looking at a monitor to follow driving or walking instructions, the 
consumer will feel a gentle tap on the shoulder when it is time to turn (Richardson, 2014).   
As women dominate the fashion industry (Workman & Cho, 2012), it is important to 
consider women entrepreneurs. Research has shown that the motivations for women 
entrepreneurs may be different from men entrepreneurs. For women entrepreneurs, in addition to 
independence, achievement, profit, and opportunities, having freedom and flexibility between 
work and family is important (Horridge & Craig, 2001; McGowan et al., 2012). Women with 
domestic responsibilities often believe that there are limited employment opportunities for them 
(Aldrich, 1989; Lyonette et al., 2011). At times, negative experiences in corporate settings 
contribute to women turning to entrepreneurship (Heiman & Chen, 2003). Women employees 
still experience the glass ceiling in corporate settings. When this happens, it is still more 
common for women to leave rather than fight for it (Stamato, 2000). Instead of viewing it as a 
career option, starting a business becomes a life strategy (Buttner & Moore, 1997; Jennings & 
McDougald, 2007). Many women entrepreneurs view their businesses as making profit and 
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making relationships (Brush, 1992; Carranza et al., 2018; Craig et al., 1997). Now, there are 
more opportunities for women entrepreneurs in general. Many large companies such as Goldman 
Sachs, World’s Bank International Finance Corporation, Coca-Cola, Walmart, and others have 
been providing support for women entrepreneurs around the world as a corporate social 
responsibility strategy (Johnstone-Louis, 2017). One reason for this is because women’s rise in 
income often leads to other positive changes, including impacts on children and the community 
in which they live (Elborgh-Woytek, 2013). 
It is important to look at motivation factors for the dual role for designer-entrepreneurs as 
they make and sell their handmade products. Although not limited to only fashion designers, 
Daniel (2018) studied 12 art students and 12 practicing artists across different design fields to 
gain an understanding of what motivates them. He found that inner drive pushes creative 
individuals to continue to make. He also found reward to be a theme, which refers to both 
intrinsic (personal reward) and extrinsic (recognition from others) rewards. This is similar to 
what Elias and Berg-Cross (2009) reported in their study, where they discussed the self-
actualized artist model (making leads to happiness) and the commodity model (seeking 
commercial return from making).  
Challenges 
One of the challenges for entrepreneurs is that they have to exert much work and time, 
with no guarantee that it will lead to success. Schultz (1975) stated that the concept of 
entrepreneurship is the ability to deal with instability. The term risk taker is often associated with 
entrepreneurship (Macko & Tyszka, 2009). Hoogendoorn et al. (2019) described sustainable 
entrepreneurs as “entrepreneurs who start a business to serve self-interests and collective 
interests by addressing unmet social and environmental needs” (p. 1133). Although not all DIY 
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designers may call themselves sustainable entrepreneurs, the way they create their products and 
sell to customers does address many social and environmental issues. Designer-entrepreneurs are 
closer to sustainable entrepreneurs than other traditional entrepreneurs. This is important to 
consider as uncertainty for sustainable entrepreneurs may be greater because of societal and 
environmental changes. Brock et al. (2015) found that little evidence of research on the risk 
attitudes of different types of entrepreneurs.  
Referring to the work by Brockhaus (1980) and Gasse (1982) on entrepreneurs in general, 
Hoogendoorn et al. (2019) found that there are both financial risks and non-financial risks. For 
entrepreneurs, financial risks include not making profit, not being able to continue their career as 
entrepreneurs, and losing time they put into the business. Non-financial risks include the 
business having a negative impact on family relationships and one’s psychological well-being. 
For fashion entrepreneurs, Paul (2019) stated that some of the challenges include creating 
the products, obtaining funds, being aware of the supply chain, comparing marketing vs. sales, 
and finding an early roadmap. This is particularly true for DIY fashion designers who are also 
entrepreneurs. They have to work with making decisions as a designer as well as an 
entrepreneur. The decisions may contradict the other role’s goals. This is important to consider 
because an entrepreneur’s own values are an important factor when creating business strategies 
(Andrews, 1980; Harris & Wheeler, 2005). In addition, creative industries can be more 
demanding because creative industries are both knowledge-intensive, which requires specific 
talent, and work-intensive, which requires manpower (Kurz, 2010). Although the process of 
making something is not new, a designer has to continue to learn new skills as needed. 
Starting a new company may be an exciting process for entrepreneurs, but it also comes 
with the challenge that there is a high entrepreneurial churning rate in most countries and sectors 
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(Dunne et al., 2005). Entrepreneurial churning rate refers to individuals moving in and out of a 
market or an industry during a period of time. Researchers in the past have stated that it is 
difficult for small businesses to survive from their inefficiencies (Chandler, 1977; Galbraith, 
1967; Schumpeter, 1942). Entrepreneurs, especially in the beginning, have limited or no options 
when running into challenges such as keeping inventory, avoiding larger design companies from 
stealing designs, and the like (Feifer et al., 2018). For entrepreneurs with seasonal businesses 
featuring products such as swimwear or wool sweaters, finding the right employees when needed 
can be another challenge (Schuner, 2011) when already handling many roles. New entrepreneurs 
can learn from the success and failure of other entrepreneurs, but the results often vary. With the 
changes that require flexibility, it is difficult to create a business plan that works for another 
entrepreneur and attempt to follow it (Allred & Addams, 2006; Bhide, 1994). As business plans 
are not as effective as they once were, educators such as Blank (2011) are leaving the business 
plan out in teaching and focusing more on innovative ways to start businesses. This may be 
because the majority of existing research follows theories based on large corporations (Dess & 
Robinson, 1984; Murphy et al., 1996). It is more important to consider one’s own goals and 
believe in them, instead of attempting to follow someone else’s goals (Hechavaria et al., 2012). 
The entrepreneurial process can be even more challenging for women entrepreneurs who 
are looking for flexibility. Fasci and Valdez (1998) warned that when the goal of the business is 
to gain flexibility, the profits are generally lower. The majority of business models are from a 
male perspective (Brush, 1992) and business plans are often not revisited or updated once they 
are written in the beginning (Karlsson & Honig, 2009). The process can be even more difficult 
for fashion entrepreneurs. Compared to entrepreneurship in general, or compared to other 
industries, the fashion industry often sees fashion entrepreneurship as simply starting a clothing 
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line without considering all the other elements that go into starting the business and selling the 
garments (Kurz, 2010). 
Although a rapid expansion may appear to be evidence for growing a company, it can 
also work against the company. Many fashion entrepreneurs, including very successful 
entrepreneurs, intentionally choose to stay small. This is very different from the common model 
of business that assumes that a business needs to expand or it will fail because of the nature of 
competition. Some benefits include independence or being able to focus on the creativity aspect 
(Kurakto & Hodgetts, 2001). Successful American fashion designer Tory Burch openly shared 
having patience with business growth as her business strategy (Chu, 2014). Some designers lose 
control of their design when the company is sold or becomes a public company. Although it can 
be more challenging to raise funds needed as a small private business, many choose staying 
small over losing control. For some designers, success is determined by more than just profit 
(Heller & Talarico, 2008). At the same time, staying small may work for some entrepreneurs, but 
it can also lead to business closure for other entrepreneurs with funding issues. For entrepreneurs 
who are artisans or craftspeople, business growth is important, but according to their own terms 
and not according to traditional terms defined by other entrepreneurs or businesses (Solomon & 
Mathias, 2020).  
Fashion entrepreneurs have to consider their own emotional attachment to the products as 
well as both consumer needs and industry needs. Brown (2007) found that emotional attachment 
is a big factor for creative entrepreneurs. For designer-entrepreneurs, the products they make are 
not basic goods that will continuously sell, season after season. New fashion entrepreneurs 
cannot compete against giant companies such as Hanes or Fruit of the Loom by selling basic t-
shirts (Kunz et al., 2016). Even fashion entrepreneurs who sell t-shirts have to add different 
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designs or embellishments, change the cut or shape of the t-shirt, and do what it takes to have the 
consumers pick their product over others. Most fashion entrepreneurs follow the traditional 
fashion calendar, which is creating two collections in a year: fall/winter and spring/summer. 
Some designers also introduce a resort/holiday line between the two. Ironically, the collections 
are introduced in opposite seasons. When looking at New York Fashion Week, for example, the 
fall/winter collection is shown in February and the spring/summer collection is shown in 
September (The Council of Fashion Designers of America, 2019). This is to ensure that there is 
enough time for buyers from various retail settings to place their orders and for the orders to be 
delivered in advance to the stores.   
Larger stores often display products early to get customers to transition into the new 
season, but also as a strategy to sell the products at full price. This is also because visual 
merchandising plans are created many months in advance (Krishnakumar, 2014), especially for 
larger stores. At some point, this started working against the stores. By the time the products 
were right for the weather, the products became old and the prices were reduced. Many 
customers would simply decide to wait and make purchases later. Fashion entrepreneurs have 
realized that this is their opportunity to compete with larger businesses. Making the products or 
relying on local small-batch manufacturing allows them to not have to make the products so far 
in advance, compared to overseas manufacturing. They even have the advantage of waiting until 
consumers respond to the trends, as the turnaround period is much shorter for them. However, 
this advantage may be disappearing because of fast fashion companies. Fast fashion companies 
are large companies that are able to bring new products into the store in as short as 2 weeks and 
keep up with rapidly changing trends (Tsolova, 2017).   
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Some fashion companies, both large and small, have decided to not follow the trends that 
have been forecast (Abnett, 2015). Some believe that if all designers follow the same trends, 
companies, especially small ones, will lose their comparative advantage. Some companies have 
set their own cycle, but this can lead to customers not being able to follow. 
Designer-entrepreneurs need skills as designers and as entrepreneurs, which may lead to 
conflicting goals (Jackson & Shaw, 2006). An entrepreneur is difficult to define because it is 
more than a person simply starting a business; the work requires an individual to perform many 
roles. Similarly, a designer-entrepreneur has many roles; for example, Kurz (2010) listed 
research, product development, sourcing, manufacturing, marketing, distribution, sales, and 
general management. An entrepreneur may be doing all this work alone, based on financial or 
personal reasons. While balancing the designer role and the entrepreneur role, it is crucial to 
consider consumer needs as well. Consumers sometimes can make the design and selling process 
more difficult, even if their intentions are good. For example, Nosto, a large e-commerce 
platform, recently conducted a survey asking 2,000 U.S. and U.K. consumers what is important 
as consumers. They responded that sustainable practices and fair wages are important, but stated 
that consumers do not want to pay the cost associated with them (Moore, 2019). With the 
complexity of these roles, being a proficient learner is needed for a designer-entrepreneur to 
adapt and succeed.  
Topic Two: Adult Learning Theories 
Self-directed Learning 
Self-directed learning is defined as “any study form in which individuals have primary 
responsibility for planning, implementing, and even evaluating the effort” (Hiemstra, 1994, p. 9). 
It focuses on how the learner can be in control of one’s own learning, including setting goals, 
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finding resources needed, and choosing the appropriate method to evaluate the outcome 
(Brookfield, 1995). The concept of adults taking the initiative of their own learning is not new 
(Merriam & Brockett, 2007). Hiemstra (1994) stated that self-directed learning has existed even 
in classical antiquity among Greek philosophers and other historical figures, and in the United 
States as early as 1840 in Craik’s work. However, it really became a studied learning model after 
the 1950s. 
In 1961, after completing the study The Inquiring Mind, Houle identified goal-oriented, 
activity-oriented, and learning-oriented as the categories for adults engaged in learning and their 
participation in continuing education (Percy et al., 1994). Continuing Houle’s work, Tough 
(1971, 1979) conducted studies among self-taught individuals and found 13 steps the learner 
would need to take to organize one’s instruction (Candy, 1991). In addition, Tough found that 
over two-thirds of the learning activities were planned, implemented, and evaluated by the 
learners (Merriam & Brockett, 2007). 
Knowles published Self-directed Learning in 1975, adding to existing definitions and 
assumptions about development, motivation, and task-related or problem-solving learning 
(Hiemstra, 1994). He identified self-directed learning in a six-step linear model: 
 Learner takes the initiative; 
 Learner diagnoses the learning needs; 
 Learner formulates learning goals; 
 Learner identifies learning resources; 
 Learner selects and implements learning strategies; 
 Learner evaluates learning outcomes. (Knowles, 1975) 
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This does not imply that a self-directed learner goes through this process alone. In fact, Knowles 
(1975) found that learners had individuals supporting the learning. 
The concept of andragogy, a theory specifically for adult learners, comes from Knowles’ 
research on self-directed learning. An adult learner may receive support from others, but 
individual commitment is needed (Candy, 1991). Under andragogy, there are six assumptions: 
(a) learners become more self-directed as their cognitive skills develop; (b) experiential learning 
plays an important role in future learning; (c) social roles have an influence on how learners 
prepare the learning; (d) human development shifts priorities, frames of minds, and application, 
which creates more challenging and focused learning experiences; (e) a significant part of 
motivation is intrinsic; and (f) adults are inquisitive about the reasons for learning (Merriam et 
al., 2007). 
Research on self-directed learning continued into the 1980s and 1990s, according to the 
goals of self-directed learning (to foster growth, transformational, and/or emancipatory learning, 
and social action), the different models describing self-directed learning, and self-directed 
learning as an attribution to learning (Merriam & Caffarella, 1999).   
Knowles’ theory of andragogy is criticized for not considering the adult learners’ 
contextual factors, which may make the self-directed learning process challenging. To better 
understand the processes and personality attributes of the learners, Brockett and Hiemstra created 
the Personality Responsibility Orientation (PRO) model in 1991, which looks at the personal 
responsibility of the learner. According to this model, adult learners take responsibility in the 
teaching-learning transaction as well as their own learning traits in order to achieve self-directed 
learning in a greater context for the learner (Hiemstra, 1994). 
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Building on the Personality Responsibility Orientation model, Stockdale (2003) 
constructed the Personal Orientation to Self-Direction in Learning Scale (PRO-SDLS). Using  
35-item PRO-SDLS scales, Stockdale tested both undergraduate and graduate students in an 
attempt to produce a reliable measure based on the PRO model by Brockett and Hiemstra. The 
finding from the scale was that the learner’s social environment could contribute to the outcome 
of one’s level in self-directed learning (Stockdale, 2003). 
In addition to a learner’s personal responsibility, another contextual critique for 
Knowles’s work is the lack of sociohistorical reference in his research. More recent researchers 
believe this is an important factor to consider. Sandlin (2005) identified five issues, which are:  
(a) Knowles’s model assumes that education has the same value for all learners; (b) there is also 
an assumption that appearance and way of learning are the same for all learners; (c) in Knowles’s 
work, not all methods of learning are considered, which can lead to silence for some learners;  
(d) a learner’s relationship to society is not taken into account, which can influence learning 
because of privileges and oppression; and (e) these problems continue to recreate inequalities 
(Merriam et al., 2007).  
Regardless of the critiques and differences among theorists of self-directed learning, it is 
apparent that self-directed learning “allows people to be more responsive to the rapidly changing 
demands of a market-oriented workplace” (Candy, 1991, p. 6). It is surprising, then, that most 
discussions about the learning process for entrepreneurs focus primarily on the experiential 
model. 
Experiential Learning 
Kolb’s (1984) Experiential Learning model features prominently in discussions about 
entrepreneurial learning. In fact, many formal entrepreneurial programs base their programs on it 
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(Morris & Konig, 2021). Kolb defined experiential learning as “the process whereby knowledge 
is created through the transforming of experience” (p. 41). With adult learners, experiential 
learning generally refers to the recognition and application of prior informal learning (Illeris, 
2007). This may be more common in a workplace, where the majority of the learning may take 
place while doing actual work, not in a traditional classroom. This does not necessarily imply 
that formal learning cannot be experiential learning, as Kolb stated that all learning is 
experiential learning. In adult learning, Kolb emphasized the importance of critical reflection  
in experiential learning. Influenced by Dewey, Piaget, and Lewin, Kolb’s work combined 
pragmatism, social psychology, and cognitive development to understand how experiences help 
adults learn.   
Kolb’s (1984) Experiential Learning model demonstrates that experiential learning 
requires four kinds of abilities and interdependent stages: (a) concrete experience, (b) reflective 
observation, (3) abstract conceptualization, and (d) active experimentation. Going through the 
cycle once would be more akin to what Kolb labeled “performance” or “short-term adaptations 
to immediate circumstances” (p. 34). While going through these cycles repeatedly, they move 
towards learning. Concrete experience refers to an actual learning experience and a learner’s 
willingness to be involved in the new learning experience. Learning from experience considers a 
learner’s individual learning process (Breunig, 2009). The concrete experience should be a 
meaningful event for the learner so that it can lead to reflection.   
Reflective observation refers to the internal process of the learner reflecting on the 
concrete experience. Instead of simply experiencing it and ending with somewhat knowing the 
process, it requires the learner to think about the process to analyze what worked and did not 
work. Gaining this from reflective observation can lead to abstract conceptualization, which is 
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creating concepts from observations by integrating ideas that can be implemented. In this stage, 
it is still limited to internal evaluation without physical reactions (Merriam & Bierema, 2014). 
The active experimentation stage is where the learner tests abstract conceptualizations in an 
actual setting. It may appear that the same learning activity is repeated, but it essentially becomes 
a new learning experience as the learner implements a new idea, created by the learner.   
Similar to Knowles’s work on self-directed learning, Kolb’s work on experiential 
learning also received criticisms for not considering the learner’s context (Fenwick, 2003). 
Jarvis’s (2001) model did address some of the issues. Jarvis’s work explained that learners 
already have experiences they bring before going through experiential learning. He stated that 
there are two types of learning from experience: non-reflective learning and reflective learning. 
Non-reflective learning is the ability to remember and repeat, whereas reflective learning 
includes the entire process of planning, monitoring, and reflecting on the experience (Jarvis, 
2001). 
Morris and Konig (2021) presented “self-directed and experiential learning as an 
interlocking process” (p. 30). In their work, they focused heavily on linking adaptability in 
entrepreneurs to self-directed learning (SDL) competency. They posited that the experiential 
model interlocks with SDL at Kolb’s Reflective Observation stage. This reflection was viewed as 
a catalyst for engaging in SDL. In short, they suggested that “through critical reflection on 
concrete entrepreneurial experiences, the process of identification of problems or opportunities is 
very likely a potent driver of SDL” (p. 31). The process then rejoins the experiential loop at 
Abstract Conceptualization: “Before devising plans for action (abstract conceptualization) and 
engaging in active experimentation, SDL serves to identify and address possible need for further  
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information, knowledge or skills development” (p. 31). They argued that SDL competency helps 
entrepreneurs make effective decisions by not solely relying on internal reflection as the vehicle 
for behavior modification. This is particularly important for entrepreneurs in today’s 
environment. New situations for which there is very little experience from which decisions can 
be based (like COVID-19 and technology changes) are more frequent in the current 
marketplace—making adaptability through SDL competence crucial to entrepreneurial success. 
Figure 1 below shows the combined Self-directed Experiential Learning cycle proposed by 
Morris and Konig (2021). 
Figure 1 






Topic Three: Learning Strategies and Support 
DIY Communities 
The concept of DIY (Do It Yourself) is not new as there have always been individuals 
making or fixing things themselves without hiring a professional to do the work. Even the DIY 
movement is not new, as there have been similar movements in the past, particularly in youth 
subcultures (Hall & Jefferson, 1976). Some past movements included amateur radio operators in 
the 1920s, punk culture zines in the 1970s, and untrained individuals creating electronic music in 
the 1980s and 1990s (Kuznetsov & Paulos, 2010). Even with mass production, which is more 
cost effective and common, individuals are still making and fixing things, often with their own 
hands. The term DIY may have implied hobbyists or non-professionals in the past. Now the term 
encompasses a larger group that includes inexperienced and experienced community members, 
some at a professional level. Therefore, Smith (2010) emphasized that it is important to study 
this subculture.  
DIY community members create and learn individually and share knowledge as a group. 
Kuznetsov and Paulos (2010) collected data from over 2,500 DIY community members; the top 
three motivations for contributing to DIY communities were: (a) get inspiration and new ideas 
for future projects; (b) learn new concepts; and (c) meet people who share similar interests. 
Learning and the social component were found to be important for DIY community members. 
The same study reported that the top DIY project category was craft (knitting, sewing, etc.). 
Whether fashion design is defined as art (fiber art) or craft (sewing, knitting, and others), 
the making process itself has existed for a long time. In the past, knowledge was passed on from 
observing and remembering or keeping records of it. Now, learning resources are easily 
accessible, especially with the new sharing technology (Kuznetsov & Paulos, 2010). In addition 
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to having access to the new information, it is easy to retrieve things from the past. Though not 
directly related to fashion design, scholars have questioned if it is possible for specific cultures 
and cultural products to be dialogical in different time periods (Bakhtin, 1981). 
As many DIY fashion designers benefit from learning new skills through a community, 
they are often open to sharing what they know. Some might assume that the willingness to share 
would change if designers become entrepreneurs because it involves selling similar products. 
Although many designer-entrepreneurs become competitors, research has shown that they do 
work together, both online and in person (Kuhn & Galloway, 2015). This is different compared 
to competitors in other industries. DIY community members are both self-reliant and contribute 
to open-source learning, including contemporary design and personal technology (Voight, 2014). 
While describing fashion entrepreneurs, Burke (2008) used the term cluster, which refers to 
companies or individuals who work in close proximity and believe in co-existing. In some cases, 
they even sell products in the same location next to each other. Other benefits designer-
entrepreneurs find in DIY communities are in cutting the cost of a business, opportunities for 
innovations, and more access to various resources (Barteisman et al., 2005; Feldman et al., 2005; 
Kerr & Nanda, 2009). 
Designer-entrepreneurs often start at small craft fairs in the beginning, but meeting other 
designer-entrepreneurs can also lead them to a larger community with online components. 
Online marketplaces are another way for designer-entrepreneurs to gather (Bond, 2008). There 
are also communities that simply foster entrepreneurship. Startup Grind is a global community 
for entrepreneurs with various chapters representing 600 cities in over 125 countries with two 
million members (Wilson, 2019). In some chapters, the local government will work with higher 
education institutions in the area to promote entrepreneurship in the community. 
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In addition to people learning from communities, the communities also create social 
norms that often lead to influencing identity development (Marsick et al., 2000). For designer-
entrepreneurs, finding the right communities can support them in identifying themselves in this 
dual role. 
Social Networks 
Learning through social network comes from relationships “that underlie information 
seeking and sharing” (Borgatti & Cross, 2003, p. 433). Analyzing social networks involves 
patterning of relations among social peers (Breiger, 2004). When looking at this, social 
networking appears similar to the learning experience in DIY communities. Although many 
designer-entrepreneurs are active members of DIY communities, the benefits are more towards 
the designer role. This is partly because not all DIY community members create things with 
intent to sell. It may lead to that, but many are there mainly to make things. One way to 
differentiate between the two is that DIY communities can be larger circles that an individual can 
join, while social networks are formed by an individual connecting with others. In that sense, 
social networks can be more selective. According to Slotte-Kock and Coviello (2010), 
entrepreneurs can access information and receive advice through their social networks. It is also 
important to consider that the network changes as entrepreneurs gain experience (Greve & 
Salaff, 2003). 
After collecting data from almost 400 designer-entrepreneurs, Kuhn and Galloway (2015) 
found that the majority of them (97%) received assistance from peer entrepreneurs. The types 
included both business peer assistance (production advice, creative ideas, joint promotions, 
business management advice, constructive criticism of merchandise, and constructive criticism 
of shop design) and non-business peer assistance (emotional support and friendship) (Kuhn & 
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Galloway, 2015). Some elements overlap between DIY communities and a designer-
entrepreneur’s social networks, but it appears that entrepreneurial-focused social networks are 
more valuable since peer entrepreneurs are undergoing a similar experience and making it more 
contextually specific. 
Summary 
The selection of literature reviewed in this section covered the following areas:  
(a) fashion entrepreneurship, including reasons and challenges; (b) adult learning theories, 
including self-directed learning and experiential learning; and (c) learning strategies and support, 
including DIY communities and social networks. Some literature has looked at entrepreneurs and 
adult learning, while other literature has focused on artists or crafters in different areas, 
Nonetheless, there is a lack of literature on the learning of DIY fashion designers and designer-
entrepreneurs specifically. This literature review was used for the researcher to develop the 
conceptual framework. 
Conceptual Framework 
The Conceptual Framework was based on the literature review as well as individual 
interviews and focus groups with the participants of this study. The first finding described how 
participants were motivated to become designer-entrepreneurs by personal and contextual 
characteristics. Daniel’s (2018) inner drive and rewards (both intrinsic and extrinsic) were used 
as a lens for understanding the motivations for creative individuals. The second finding described 
the challenges participants faced as they adapted to dual roles. The challenges related to business 
management, uncertainty, and isolation. The third finding described the participants’ learning 
process as an amalgam of experiential and self-directed learning. To understand learning for 
designer-entrepreneurs, Morris and Konig’s (2021) self-directed experiential learning cycle was 
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used as a lens. The fourth finding described the specific learning strategies and resources 






Introduction and Overview 
The purpose of this study was to explore how DIY (do it yourself) fashion designers learn 
to become designer-entrepreneurs. As being a designer requires one to be more focused on the 
artistic qualities of the final products and being an entrepreneur requires one to be more focused 
on the business or profit, the two roles are very different. Many schools with fashion design 
programs provide students with the skills needed to transform their ideas into wearable products, 
but not necessarily with the entrepreneurial skills to operate a profitable business with their 
products. The overarching research question guiding this study was: How are DIY fashion 
designers learning to engage in DIY entrepreneurship? Qualitative methodologies were used to 
find the best answers for the following subquestions: 
1. Why do certain fashion designers decide to become entrepreneurs? 
2. What are the conflicts or challenges these fashion designers face as they become 
entrepreneurs (while maintaining their role as fashion designers), and how do they 
work through them? 
3. How do fashion designers learn what they need to learn in order to become 
entrepreneurs (while maintaining their role as fashion designers)?  
4. How do fashion designers find the learning strategies and the support they need to 
become entrepreneurs (while maintaining their role as fashion designers)? 
To find these answers, DIY fashion designers who are now designer-entrepreneurs were 
selected through a purposeful sampling process. This chapter describes the rationale for the 
methodology, the overview of the research design, methods for data collection, and methods to 
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analyze and synthetize the data. In addition, this chapter provides information on the validity, 
reliability, and limitations of this research. 
Rationale for Qualitative Research Design 
To understand the lived experiences and reflections (Lincoln & Guba, 1985) of the 
designer-entrepreneurs, the researcher used a qualitative research method to explore the problem 
of how they learned to transition from a DIY fashion designer to a designer-entrepreneur. 
Qualitative inquiry allows a researcher to construct the meaning of human action with the 
description of human experiences (Denzin & Lincoln, 2000). Unlike quantitative research that 
focuses on the explanation and the knowledge discovered, qualitative research focuses on the 
understanding and the knowledge constructed (Stake, 1995). Based on the facts that there are 
DIY fashion designers who plan to become designer-entrepreneurs and there are educators who 
support them through the process, the researcher collected data from current designer-
entrepreneurs with 3 or more years of entrepreneurial experience in an attempt to find emerging 
themes (Creswell, 2007). As Merriam (1998) stated, qualitative researchers want to know how 
the participants make sense of the world and their experiences in the world. 
To understand and explore their role as designer-entrepreneur, the researcher selected the 
appropriate qualitative methodologies. As Maxwell (2005) stated, a researcher cannot simply 
implement a strategy and follow the steps with qualitative research. The researcher assumed that 
the experience would go beyond simply transitioning from role A to role B—or in this case, 
going from A to AB. The role of a DIY fashion designer does not end once the designer becomes 
a designer-entrepreneur. The researcher assumed that it is not simply an individual performing 
both roles A and B. Through this research, it was important for the researcher to revisit various  
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components, including surveys, interviews, focus groups, and field notes, many times to compare 
the results as they surfaced. The researcher was able to form these assumptions after spending 
time with different entrepreneurs through various opportunities in the community not related to 
this study. Initially, the researcher was unsure whether her professional and personal experiences 
would be an advantage or a disadvantage for this study. However, Strauss and Corbin (1990) 
argued that the experience may be valuable in the researcher achieving the research goals.  
Regarding research goals, although the researcher did not necessarily follow the exact 
eight goals Maxwell (2005) described, they were important for the researcher during this study. 
The eight goals consist of five intellectual goals and three practical goals. The intellectual goals 
include: (a) understanding the meaning, (b) understanding the particular context, (c) identifying 
unanticipated phenomena and influences, (d) understanding the process, and (e) developing 
causal explanations. The practical goals include: (a) generating results and theories, (b) 
conducting formative evaluations, and (c) engaging in collaborative or action research  
(pp. 22-25).  
For this study, qualitative research design was necessary to understand the meaning of the 
dual role, an individual’s setting, different challenges for each designer-entrepreneur, the 
learning experience which can be difficult to verbalize and quantify, and why they responded in 
the ways they did. The goal of this study was to understand and make sense of their learning. 
This information can be helpful for educators supporting designer-entrepreneurs. The researcher 
believes that the selected qualitative methodologies provided insightful data for achieving some 




Rationale for Using Elements of Case Study Design 
Methodology is the approach to address the problem, and the method is how the data are 
collected (Kaplan, 1964). This was an explorative field study using elements of case study design 
for the following reasons. The overarching research question, including the subquestions, was to 
answer the “how” and “why” of designer-entrepreneur experiences (Yin, 2003) and what they 
learn from those experiences. In addition, it was important for the researcher to include the 
relevant contextual conditions. This was achieved by having the participants share their own 
views, allowing the researcher to understand their actions (Lather, 1992). Each participant shared 
her own world as a DIY fashion designer and the motivation to become a designer-entrepreneur, 
which the researcher assumed would be unique for each participant. 
Research Sample 
The designer-entrepreneurs were selected from various sites ranging from both online 
and in-person communities, such as accelerator programs, craft fairs, and guilds/associations. 
The researcher was familiar with a few of the communities and communicated with participants 
in person, through emails, or via phone calls. The researcher also assumed that snowball 
sampling may occur from participants introducing other participants, which it did. To explore the 
research questions, 20 participants were selected through purposeful sampling. Purposeful 
sampling allows the researcher to “select individuals and sites for study because they can 
purposefully inform an understanding of the research problem and central phenomenon in the 
study” (Creswell, 2007, p. 125).  




 Must have experience as a designer-entrepreneur for 3 years or more. All forms of 
how they acquired the skills were included, such as from a design school, informal 
settings, self-taught, and others. It was important that they have the skills to make the 
finished products. Although tools such as sewing machines and knitting needles can 
be used, the finished product has to be made by them, or with assistants, but without 
relying on manufacturing companies.  
 Must have started the business. The business cannot be an inherited family business 
or a business purchased from someone else. The entrepreneur must have started the 
business as a new business. The participants must be the ones mainly operating their 
business and creating the goods. 
 Must be currently operating a business selling handmade products they made. All 
forms of how the products are sold were accepted, including storefront, online, 
wholesale, retail, and custom order.  
At the outset of this research, the researcher considered searching for participants in 
online marketplaces such as Etsy, as the majority of products sold through Etsy are handmade 
goods. Although Etsy generated over $895 million in sales in 2012 and 74% of surveyed sellers 
considered their Etsy shops businesses, 65% of sellers earned less than $100 in 2012, and just 
26% of U.S.-based Etsy sellers work full-time for their Etsy shop (Etsy, 2013). Since the purpose 
of this research was to explore how designer-entrepreneurs embrace entrepreneurship—i.e., not 
just becoming an entrepreneur but maintaining the dual role and making a living from it—the 
researcher decided to search for participants in other locations who have been full-time designer-
entrepreneurs for some time. 
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After observing both online and in-person marketplaces, the researcher found different 
levels of marketplaces. For new designer-entrepreneurs, marketplaces that only require a small 
fee, such as Etsy or some craft fairs, are the ideal places to start. At the same time, because it is 
relatively easy for anyone to sell in these marketplaces, the designer-entrepreneurs who are 
making and selling better quality products have a difficult time selling in these venues. The 
smaller craft fairs often have low-end items that draw customers looking for inexpensive 
products. Much like high-end designer stores that are clustered in one area, juried shows accept 
only designer-entrepreneurs with better quality products, often in a similar price range. Many 
designer-entrepreneurs at juried shows started with Etsy or craft fairs as novice entrepreneurs, 
but as they gained more experience, they moved into more curated marketplaces. 
The majority of designer-entrepreneurs meeting these measures were identified in person 
at these marketplaces. The researcher then sent letter to participants (Appendix A) to candidates 
along with an Informed Consent Form and Participant’s Rights (Appendix B). All documents for 
the participants, including a participant demographic inventory (Appendix C), were completed 
prior to the interview. 
Seventeen interviews were conducted in-person and three were conducted via telephone. 
After the individual interviews (Appendix D: Interview Protocol), two online focus group 
interviews were conducted through Zoom (Appendix E: Focus Group Protocol). One group was 
comprised of three full-time designer-entrepreneurs and another group was comprised of three 
full-time designer-entrepreneurs with a second job to compare the experience. The second job 





Overview of Information Needed 
To address the research questions adequately, contextual, demographic, theoretical, and 
perceptual data were required.  
Contextual information in this study relates to the type of garments the designer-
entrepreneur makes. The materials and method varied among participants. Some purchased 
fabric from other businesses and sewed the pieces for their design. Others created their own 
woven fabric first before cutting and sewing. Even with knitting, some designer-entrepreneurs 
were content using purchased yarns, while others preferred using locally sourced yarn that they 
dye first before knitting. The size and scope of the business were important. The majority of the 
participants worked alone, but some participants had assistants to accommodate larger or 
wholesale orders. The marketplace environment was another contextual factor to consider. The 
environment included selling from their studios and storefronts, at craft fairs or juried shows, 
online marketplace or own website, and through other retail channels. 
Demographic data needed were age, marital status, education, experience as a designer-
entrepreneur, other work experiences, current business information, and contact information. It 
was not required that they had enrolled or graduated from a fashion program. It was required that 
as designer-entrepreneurs, they would have to make the products. The researcher interviewed 20 
participants. Due to the nature of the industry, more women participants were expected. The 
researcher made every effort to include men participants but was unable to do so. In order to 
view different entrepreneurial experiences, three participants with second jobs were included. It 
is important to note that the second job was not for financial reasons. Some of the reasons 
included receiving discounts for materials when working at a craft store or wanting social 
interaction with others as the entrepreneurial journey was isolating. Of the more established 
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participants, many had second jobs as a business strategy, especially when they were in the 
novice stage.  
The literature review in Chapter II formed the theoretical information needed for this 
study. It discussed fashion entrepreneurship (reasons and challenges), two adult learning theories 
(self-directed learning and experiential learning), and learning strategies (DIY communities and 
social networks). It led to the Conceptual Framework at the end of Chapter II, which was used to 
analyze and synthesize the results. 
The perceptual data needed on how DIY fashion designers become designer-
entrepreneurs were gathered from the interviews. This was through individual interviews, two 
focus study interviews, and some field notes. The individual interviews were conducted at a 
location convenient for the participants, mostly at their studios or places of business.  
Overview of Research Design 
To situate this study and to find gaps in the literature, the researcher conducted a review 
of the literature regarding the field of fashion entrepreneurship and adult learning theory. After 
the initial review, a research problem was identified, participants’ criteria were decided, and the 
interview protocol was created. The literature review continued throughout the research. 
To proceed with the study, forms that ensured confidentiality and informed consent were 
submitted to the Institutional Review Board (IRB) department at Teachers College, Columbia 
University. The researcher completed the IRB Human Subjects Training Certification. All 
requirements, including the IRB application approval, were met prior to collecting data. To 
ensure human subjects protection, the names and other identifiable information of participants 
were removed. In addition, steps were taken to disguise participant information if descriptions or 
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product information led to the participant being identifiable. All data were stored in a secure 
private setting so the information would be protected. 
Upon IRB approval, the researcher started making contacts with potential research 
participants. The researcher is involved in different DIY communities and various 
entrepreneurship programs, in both academic and non-academic settings. For this study, 
participants from non-academic settings were selected because students were often in the very 
beginning part of the entrepreneurial journey. Purposeful sampling was the best tool to identify 
and select the most effective cases (Patton, 2002) to find individuals knowledgeable or 
experienced (Creswell & Plano Clark, 2011) in being a designer-entrepreneur. Two designer-
entrepreneurs were part of the pilot to test the interview questions. They provided feedback 
regarding the questions. 
After the 20 participants were identified and agreed to participate, the researcher sent a 
consent form, along with a description of the participants’ rights. A demographic survey was 
distributed to this group to select participants because it provided the needed background 
information. For consistency, all participants filled out the survey, even the participants with 
whom the researcher was familiar. Single semi-structured, in-depth interviews were conducted 
for individuals, and the two focus groups were compared and contrasted. Some additional data 
were gathered from field notes as the researcher was invited to the studios or places of business 
in many cases. The recorded data collected were sent for professional transcription. 
The in-depth interviews and two focus groups allowed the designer-entrepreneurs to 
share their experiences that were interpretive, experiential, situational, and personalistic (Stake, 
2010). Although all participants described the experience of transitioning from a DIY fashion 
designer to a designer-entrepreneur, the experience varied. From the beginning, the researcher 
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assumed that there may be multiple meanings for the participants as each participant constructed 
the experience. The data included contextual details, as this study went beyond simple direct 
comparisons. 
Data Collection Methods 
For data collection, this study included demographic survey, in-depth individual 
interviews, two focus groups, and some field notes. The researcher planned to approach this 
study with constructivism’s hermeneutic/dialectic methodology (Guba & Lincoln, 1994) to 
understand better the participants’ experiences. This included how the participants acquired 
knowledge, what knowledge was acquired, how the knowledge and experience were interpreted 
for individual participants, and how what may appear to be the same or similar knowledge or 
experience may be interpreted differently among participants. Through different sources, the 
researcher arrived at findings through the various themes that emerged.    
It is important to note the timeframe of this study. The demographic survey, interviews, 
and field notes from site visits were completed prior to COVID-19, right before the first cases 
were reported in the United States. Because the two focus groups were completed just as the 
pandemic hit, the setting was changed to Zoom instead of in-person. 
Demographic Survey 
The demographic survey was designed to collect participant information including age, 
education, ethnicity, marital status, professional experiences, and other relevant background 
information on being a designer-entrepreneur (see Appendix C). 
Interviews 
After the review of the literature and creation of the theoretical categories, the interview 
protocol for this study was created. Seventeen interviews were conducted in person and three 
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were over the phone because of distance or medical reasons. The participants knew in advance 
that each interview would take approximately 90 minutes, but the researcher allowed additional 
time if the participant wished to provide more information for the study. Sixteen participants 
invited the researcher to their studios or places of business, which led to additional conversations 
regarding their entrepreneurial journey. To capture the entire responses adequately, the 
interviews were audio-recorded, with permission from each participant prior to the interview. 
Although the interviews were audio-recorded, the researcher also wrote a reflective journal to 
capture relevant data during and after the interviews. 
Focus Group 
Two focus group interviews were conducted for this research. The researcher was 
interested in why some designer-entrepreneurs have a second job as a business strategy and not 
necessarily for financial reasons. To compare and contrast the two groups, the first focus group 
included designer-entrepreneurs without another job, and the second group included designer-
entrepreneurs with another job. The participants in each group did not know each other and were 
selected because they shared similar characteristics related to the research questions (Marshall & 
Rossman, 2011). Unlike the majority of in-person interviews, the two focus groups were 
conducted through Zoom. This was partly out of necessity due to the COVID-19 pandemic. 
Additionally, this allowed the researcher to bring in designer-participants from different 
geographic locations who would not have been able to attend an in-person meeting (James & 
Busher, 2007).  
Field Notes from Site Visits  
Creswell (2009) stated that qualitative researchers often collect data in the natural  
setting where the participants experience what the researcher is studying, instead of bringing 
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participants into a new setting. Based on her previous interactions with designer-entrepreneurs, 
the researcher assumed that some were open to sharing their business offices or studios, as well 
as the stores or different marketplaces where their products are sold. The researcher found data 
from before and after the interviews, as participants shared their space for making or selling. The 
researcher assumed that not all designer-entrepreneurs may want to share their space, so this 
happened only when the researcher was invited. At the same time, it is important to note that 16 
participants invited the researcher to their studios or businesses. Before or after the interview, 
when there were customers, the researcher observed as a non-participant; that is, the researcher’s 
role was known in advance to the participant, but the researcher did not actively participate in the 
setting. One of the advantages of this role was that the researcher was able to take notes during 
the making process or while the business transaction process was taking place (Creswell, 2009). 
After the interviews were conducted in person at the participants’ studios or businesses, 
participants showed the researcher their work environment as well as the products they made. 
This process was informal with no structured questions; however, as the participants explained 
their work, many referred back to the earlier interview questions and provided additional, often 
more insightful, data. In addition, as the interviews were officially over at this point, the 
researcher saw some of the participants interacting with customers or other designer-
entrepreneurs. In the interviews, the participants shared some information but could not always 
recall a clear example to explain it. While observing the participants interacting with others, the 
researcher often saw vividly what the participants had been trying to explain earlier. 
Data Analysis 
A qualitative study is often a non-linear process for the researcher. From the data 
collection, possibly even starting with the review of the literature, the researcher continued to 
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make interpretations. The data analysis essentially takes place until the writing of the reports 
(Creswell, 2007; Rossman & Rallis, 1998). The researcher revisited prior interviews and field 
notes as the new interviews were being transcribed and made comparisons. Based on the 
literature review, the researcher started with four themes and subcategories.  
As the form of research questions were how and why, without requiring control of 
behavioral events, and focused on contemporary events, the research method included using 
elements of the case study (Yin, 2009). Although the general concept of individuals making a 
product and selling for profit is not new, the DIY movement, including the attempt to bring some 
of the making process back to the United States, is contemporary when the majority of the 
consumers are purchasing products made overseas. In addition, this did not imply simply 
bringing back the manufacturing process that is gone, but rather making changes in 
manufacturing (Stangler & Maxwell, 2012). This required the researcher to gather details about 
the participants, some even while in their settings, to analyze the data for emerging themes 
(Stake, 1995; Wolcott, 1994). 
In general, the researcher followed the six steps described by Creswell (2009) which 
included: (a) organizing and preparing the data, (b) reading through all data, (c) coding the data, 
(d) generating themes/descriptions, (e) interrelating themes/descriptions, and (f) interpreting the 
meaning of themes/descriptions. The data for each interview were coded based on the coding 
scheme (see Appendix F) and themes were generated. After the data from all the interviews were 
coded, a small number of themes were finalized and each case was analyzed individually and 
across cases. Instead of using a qualitative software, the researcher used a manual approach.  
To organize the data, the researcher used tables that can be separated or sorted by 
participant, participant category (age, entrepreneurial experience, education), and responses 
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related to a particular theme. This allowed the researcher to see the similarities and differences 
across categories. Reading through the data took place immediately after each interview and 
again after all the interviews had been completed. Maxwell (2005) cautioned that one of the 
common problems in qualitative studies is that researchers often leave data unanalyzed and the 
final analysis may become challenging. As Stake (2010) described, analysis is taking things apart 
and synthesis is putting things together. It was imperative that the researcher study the data 
individually first before attempting to make collective themes, or coding. The coding process 
guidelines by Tesch (1990) suggested getting a general sense first, taking notes as the researcher 
goes through each document, and making a list of topics or categories. This process was often 
repeated while comparing the data. After interrelating themes emerged, the researcher then used 
the literature to interpret the meaning. It was important to understand that a research not only 
created some output, but also provided insights into the researcher’s own particular inquiry 
(Becker, 1998). The researcher interpreted the meaning with a goal to provide new insights for 
educators supporting prospective designer-entrepreneurs. 
Issues of Trustworthiness 
Validity/Reliability 
For quantitative research, the validity and reliability are generally measured by clear 
description and similar results when the research is repeated. Unlike quantitative research, 
qualitative research has an emphasis on the researcher providing evidence that the results clearly 
represent the participant experience (Bloomberg & Volpe, 2016). Maxwell (2005) used validity 
as a “way to refer to the correctness or credibility of a description, conclusion, explanation, 
interpretation, or other sort of account” (p. 106). The purpose behind the researcher using 
different methods, including demographic surveys, interviews, focus study, and field notes in 
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various natural settings, was to attempt to eliminate the validity threats or issues. Yin (2009) 
recommended using multiple sources of evidence. 
Credibility 
For the researcher to capture the participant experience accurately, the researcher 
followed some of the suggestions by Bloomberg and Volpe (2016), including being aware of the 
researcher’s biases and consistently checking interpretations. The researcher has stated her prior 
experience with some of the participants. It was important for the participants to be appropriate 
for this study (Marshall & Rossman, 2011). Both participants who were known from prior 
experiences as well as unknown/new participants were selected. There were various assumptions 
based on the researcher’s experiences. The researcher asked doctoral peers to review the data and 
provide feedback for the researcher to test the existing assumptions. The researcher used a 
journal to become aware of, and discuss, assumptions for each participant before the interview 
and revisit possible biases after the interview. 
Dependability 
In quantitative studies, dependability may refer to finding similar results when repeated, 
but in qualitative studies, it refers more to the “processes and procedures used to collect and 
interpret data” (Bloomberg & Volpe, 2016, p. 163). In addition to the data from the demographic 
surveys, interviews, focus study, and field notes, the researcher documented all steps in a journal 
for triangulation. This allowed the researcher to focus on the main research question and other 
findings related to the inquiry. The journal worked as a trail of how the study evolved.   
For the objectivity of this study, both participants with and without prior knowledge of 
the researcher were provided with the researcher’s experiences as an educator and a designer, 
and in various support roles for entrepreneurs in the community. Although some participants had 
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additional knowledge about the researcher from previous experiences, this was an attempt to 
minimize biases by participants having relatively similar knowledge about the researcher and, 
more importantly, the study.  
Multiple data sources were checked for consistency for each participant. For some 
participants, based on the natural setting selected, the interviews and field notes took place on 
different days. The researcher compared the similarities and differences in the two settings 
between a private interview and in the studios or participants’ places of business. 
Transferability 
Transferability of a study refers to how the study can be applicable in other research 
contexts (Marshall & Rossman, 2011). This can be more challenging with qualitative studies 
because the study involves the lived experience of the individual participants, which will vary 
from participant to participant. In addition, it is important to note that the researcher’s self-
reflections in the field notes and journals may vary depending on the researcher. At the same 
time, they can turn into research tools (Copp, 2008). Although there were times when the 
researcher’s personal experience was different from what the participants shared, it allowed the 
researcher to view the study in a fresh, new perspective (Moustakas, 1994). In an attempt to 
minimize some of the differences, the researcher studied participants making and selling similar 
products and involved colleagues to review the findings and provide feedback to the researcher. 
Consistently examining and re-examining the data may lead to the results contributing to other 







There were various limitations for this study. First, the researcher teaches fashion 
merchandising at a community college and is connected to various local designer-entrepreneurs 
in the community, including some of the participants. The researcher assumed that the prior 
professional relationships would encourage the participants to be more willing to share their 
experiences, but this may not have been true if the participant saw it differently. Although there 
were no immediate plans, there may be a possibility that the researcher and the participant would 
have to work together in different community events. 
Second, the researcher wished to conduct this qualitative study in a setting that was 
natural for the participants to form a holistic and detailed view (English, 2005). Although there 
were different options for interview locations, based on the researcher’s previous experiences 
with designer-entrepreneurs, the researcher assumed that their studio was the natural setting they 
would prefer. The researcher was willing to travel, but the majority of the participants were from 
the New England area. The experience of a designer-entrepreneur may be very different in other 
areas with larger fashion industry such as New York City or Los Angeles, with more resources 
and competitions. In addition, although the researcher made every effort to find them, no men 
designer-entrepreneurs were included in this study. The experience for them may be very 
different. 
Third, the reasons for wanting to be designer-entrepreneurs often contradicted the needs 
for other entrepreneurs. The goal for the majority of business owners is profit. It is often viewed 
as a linear process of minimum investment and maximum return. For designer-entrepreneurs, it 
is a business, but it is more than making profit. The different reasons that surfaced during the 
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interviews and the experiences were highly individualized, based on their personal reasons and 
settings. 
Summary 
The chapter explained why a qualitative study was used with elements of case study 
design, including the literature on methods. It included the types of data sought, the research 
sample, and methods of data collection and analysis. Different areas were discussed to address 






This section provides the 20 profiles of the designer-entrepreneurs who participated in 
this study. It is presented to better understand their experiences, including their backgrounds and 
the contexts in which they work. For anonymity, each designer-entrepreneur was assigned a 
pseudonym. 
One of the criteria for the participants in this study was for them to have designer-
entrepreneur experience of 3 years or more. In fact, they all had additional years of experience as 
a designer. To compare the differences as they gained more years of entrepreneurial experiences, 
the researcher intentionally searched for a wide range. As designer-entrepreneurs, the least 
experienced participant had 3 years of experience and the most experienced participant had 40 
years of experience. Of the 20 participants, 7 were novice entrepreneurs (3-5 years of 
experience), 5 were middle-level entrepreneurs (6-10 years of experience), and 8 were seasoned 
entrepreneurs (11 years or more). 
Participant age was an important element to consider. There were participants in their 
20s, 30s, 40s, 50s, and 60s. Most (10 out of 20 participants) were in their 60s. However, the 
starting age as a designer-entrepreneur varied—in their 20s, 30s, 40s, and 50s. Of the 10 
participants in their 60s, 1 was a novice entrepreneur, 2 were middle-level entrepreneurs, and  
7 were seasoned entrepreneurs. 
The participants were fairly a homogeneous group in terms of gender and race: all were 
women, 17 were Caucasian, 2 were Asian, and 1 was Latina. All had college degrees, and  
6 participants had one or two master’s degrees. To understand the role of formal education in 
fashion entrepreneurship, it was important to compare college education. Ten participants 
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graduated from programs related to fashion or business, and 10 participants graduated from non-
related programs. Five participants completed a community entrepreneurship program in a non-




Angora is a Caucasian female in her 60s. She is married and lives in Massachusetts. 
Between her undergraduate and graduate studies, she spent about 15 years working as a visual 
merchandiser. Although her undergraduate degree was in art and not related to visual 
merchandising, the first company she applied to hired college graduates from creative programs 
and trained them for visual merchandising work. She eventually returned to school and obtained 
her MFA degree in Art. Her work after the MFA degree involved paintings and installation arts 
using textiles. Her paintings were sold through different galleries. Her work changed from 
paintings to garments around 2008 when her galleries closed and none of her paintings were 
returned. 
     The market crashed and my galleries closed, my gallery closed and that was the one 
that left owing me twenty grand. I would say it was when the market crashed. I would say 
I really became when I started my fashion line. I mean, fashion, I don’t want to call it 
fashion. 
 
Although Angora creates garments and fiber art accessories, she considered herself more 
of an artist than a fashion designer. She has been a designer-entrepreneur for 25 years. As her 
undergraduate and graduate degrees were in art, when she first became a designer-entrepreneur, 
she participated in a community entrepreneurship program. She lives in a building that provides 




Designer-Entrepreneurs’ Demographic Background and Characteristics 













1. Angora 60s Caucasian Married MFA 25 Knits Yes 











4. Damask 60s Caucasian Married Masters 5 Woven Yes 
5. Eyelet 20s Latina Single BS 3 (with 
another job) 
Woven Yes 
6. Gabardine 50s Caucasian Married BA 14 Woven No 
7. Hemp 20s Caucasian Married BFA (fashion 
related) 
5 Woven No 
8. Interlock 50s Asian Married BS (business 
related) 
5 Woven Yes 
9. Jersey 60s Caucasian Married BS 7 Woven No 
10. Knit 60s Caucasian Married BFA (fashion 
related) 
12 Woven No 
11. Linen 60s Caucasian Married BA 20 Knits No 
12. Nylon 60s Caucasian Married BFA 25 Woven No 
13. Olefin 60s Caucasian Married BFA (fashion 
related) 
28 Woven No 
14. Pima 60s Caucasian Married MFA & MBA 
(both fashion and 
business related) 
17 Woven No 
15. Qiviut 60s Caucasian Married BFA (fashion 
related) 
40 Woven Yes 
16. Rayon 40s Caucasian Single MFA 5 Knits No 
17. Silk 60s Caucasian Married BA 7 Knits No 





prior to the 
study ending) 
Woven No 
19. Velvet 50s Caucasian Single BS (business 
related) 
7 Woven No 
20. Wool 50s Asian Married MFA 10 Woven No 
TOTALS 20s = 3 
30s = 2 
40s = 1 
50s = 4 
60s = 10 
Caucasian 
= 17 
Asian = 2 





Related = 10 
Non-related = 10 
3-5 = 7 
6-10 = 5 





No = 15 





products at different shows, online, and through retailers. Comparing her life then as a designer 
to being a designer-entrepreneur now, Angora said, “I love my life. It’s hard. Sometimes I wish I 
didn’t have to do so much of it. A lot of pressure to produce, but I really do enjoy the freedom, 
even the fear.”  
Boucle 
Boucle is a Caucasian female in her 30s. She is single and lives in New York. She has a 
BS degree in Psychology and a Graduate Certificate in Business. Prior to becoming a designer-
entrepreneur, she worked as a receptionist and a medical scheduler. Her business initially started 
with a move and seeing the product surplus after unpacking.  
     When I moved to Lowell, I signed up for different craft fairs, just to see what I could 
do. And I was partly successful with those and I kept learning new things every time I 
went. And then I started my online business and I’ve been selling.   
 
Boucle sees herself as a self-taught knitter. She used books and online tutorials instead of 
taking a class or having someone teach her the skills. She has been a designer-entrepreneur for  
6 years. Her recent move to New York required her to make some changes to her business. 
Although she continues to sell online, she recognized that she had to become familiar with shows 
in her new area for her in-person part of the business to grow again. For the time being, she is 
also working at a JoAnn store. She shared that she is able to purchase her materials at a 
discounted price, has connected with her local craft communities, and has also learned to sew, 
which she may incorporate into her future products.  
Cotton 
Cotton is a Caucasian female in her 30s. She is married and lives in Massachusetts. She 
has a master’s degree in Accounting. She started knitting in college to calm herself while dealing 
with anxiety issues. In the beginning, she was knitting for herself, then for her family and 
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friends. She became a designer-entrepreneur because of the joy it brought her. She said, “I like 
making things for people. When I made something and seeing them get excited about that, oh, 
that makes me feel good.” 
She has been a designer-entrepreneur for 3 years and also works as an accountant. As she 
still considers herself relatively new for both roles, as a designer-entrepreneur and an accountant, 
she is content performing both roles for now. She is a newlywed with no children, so she wants 
to continue both. She sells her work online and in-person at shows on weekends. The majority of 
her products are sold during fall and winter, but she is learning to crochet to offer spring and 
summer items soon. 
Damask 
Damask is a Caucasian female in her 60s. She is married and lives in Massachusetts. She 
has two master’s degrees, one in Early Childhood Special Education and one in Counseling/ 
Psychology. In the past, she was a therapist and an educator in different settings, including 
special education. Her designer-entrepreneur journey started when she created a garment for 
herself and other women started asking about it. As she started aging, she found herself wanting 
to cover her arms or chest/neck area, especially for special events when she had to wear evening 
gowns. She was unsatisfied with existing jackets or wraps. After many trials, she came up with 
her unique convertible garment, which is a patented product. 
     I designed something based on a need and I made it for me. I didn’t make it for 
anyone else. And the first twenty sold by women saying, “Would you make me one?”  
So that’s kind of how it all started. 
 
Damask has completed a community entrepreneurship program and has been a designer-
entrepreneur for 5 years. She sews each garment in her home studio and sells them in-person at 
craft fairs and online. She first created a garment for herself. Then, from her previous experience 
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as a caretaker for her sick daughter, she realized that her garment could be modified to be sold as 
adaptive clothing. After watching her daughter struggle to put on clothes and having to settle for 
hospital gowns, she realized how being able to wear regular clothes can make a difference for 
patients going through difficult times. “I can’t change anybody’s outcome, whether they’re going 
through chemo, whether they’re on hospice, but I can change how the journey goes.” Now, she 
sells both convertible garments and adaptive clothing for individuals with mobility challenges. 
Eyelet 
Eyelet is a Latina female in her 20s. She is single and lives in Massachusetts. She has a 
BS degree in Nutrition. Her prior experience includes working in manufacturing, retail, and 
corporate settings. At first, she created her product to protect her very voluminous hair without 
flattening it as a hat would. She recalled her early experience of only being able to sew a straight 
stitch to creating a design:  
     I could’ve done an okay straight line, but I couldn’t make something, I had never done 
that. I learned from a seamstress in Dominican Republic, I observed her, sometimes we 
would work together. From there, I came back and I was testing all different designs and 
how to refine it and make it more comfortable and better.  
 
The design solution evolved into a convertible product that can be worn six  
different ways. To better understand the business process, she participated in a community 
entrepreneurship program and has been a designer-entrepreneur for 3 years. She sews every 
product in her home studio using bamboo fabric and satin lining. She believes her role is still 
new, so she has not resigned from her part-time job. As customers cannot immediately see the 
six different ways her product can be worn, she attends shows and creates events in order to do a 





Gabardine is a Caucasian female in her 50s. She is married and lives in Massachusetts. 
She has a bachelor’s degree in Anthropology. She regretted not going to an art school because 
her parents were against it. Even while majoring in Anthropology, she tried to take apparel 
classes. 
     I had such a frustrating experience. I would have liked to be able to take classes in 
home ec, where the weaving and fashion design was. My dean wouldn’t let me take 
classes over there until…he did finally let me when I had fulfilled all the requirements for 
a bachelor’s. That was a huge disappointment to me, that they had no flexibility. 
 
Gabardine is one of the two participants who were a designer-entrepreneur, took a break, 
and returned. In her case, it was planned from the beginning. When she first started on her 
designer-entrepreneur journey as a young woman, she saw older designer-entrepreneurs who 
were financially successful and others financially struggling. She stated this was something she 
still wonders about because having high-quality products and good selling skills do not guarantee 
financial success. Not wanting to take the chance later on in her life, she left her entrepreneurial 
journey to work as a software designer for 15 years. She said the hiring process was different in 
the past. Companies were willing to hire graduates from non-related programs and train them for 
the work. During that time, she continued to improve her design skills. When she had saved what 
she wanted to save, she resigned and returned to being a designer-entrepreneur. She has been a 
designer-entrepreneur for 14 years. She makes her products in her home studio and sells them 
only in person at craft fairs or juried shows. 
Hemp 
Hemp is a Caucasian female in her 20s. She is married and lives in New Hampshire. She 
has a BFA degree in Fashion Design. As a student, she worked in apparel stores and sewing 
machine stores. After graduating, she worked briefly as a tailor. She was unhappy with how 
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mass-produced fashion follows similar trends. Through her work as a tailor, she realized how 
many others also feel that way. With her boss encouraging her to, she started her own business, 
offering both ready-to-wear garments and custom-made garments. She knew the risks and failure 
rates for start-up businesses. At the same time, she thought being young helped. If she did fail, 
she believed it would be easier for her to recover and look for employment. With her experience 
as a tailor, she started with custom-made garments for special events. 
     I’ve really built my career on designing for every body type and, you know, like size, 
shape, color, gender identity, whatever, because I think that everybody deserves to feel 
beautiful if they want to feel beautiful, and also a little bit edgy because it’s always fun to 
kind of feel like a bad ass. 
 
Hemp views her design work as a collaboration with each client. She has 5 years of 
experience as a designer-entrepreneur. Her studio is in a building with studios for more than 300 
artists. She enjoys designing more now in her current role as a designer-entrepreneur. In addition 
to creating garments, she is able to create fashion events for the community which benefits the 
community and herself as a designer. 
     It definitely is a little bit of a balance now, which I think is part of the reason why I 
continue to do either the fundraising shows that I plan, or other shows like Boston 
Fashion Week, things like that, because those are the areas where I really get to do 
whatever I want and kind of really enjoy just being a designer in a very pure form; I don’t 
have anybody telling me what I can and cannot do. 
 
Interlock 
Interlock is an Asian female in her 50s. She is married and lives in Florida. She has two 
bachelor’s degrees, one in Psychology and one in Management. Her prior professional 
experience includes being a computer programmer, an IT program manager, and a manager 
leading a team. Her design idea surfaced while trying to help her mom, who was a former 
seamstress. After her mom became disabled due to an illness and from aging, her quality of life 
was not the same because of these limitations. Interlock’s adaptive design idea worked well for 
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her mom and she started thinking that others could also benefit from it. In her case, it was a 
validation from someone else that moved the design to a business product. 
     I was at Tufts, and we had a speaker come in. She was speaking about her 
entrepreneurial experience with a company that basically designs clothing for the 
disabled. I was very impressed and it just, kind of a glimmer, was like, “Wow, maybe 
she’ll help me.” So after her speech, I went up and talked to her. I said, “Hey, I did this 
thing for my mom, and I think there could be an application for others. Would you be 
interested in helping me to see if this could work and start something with it?” And she 
was very supportive. So that was it. That was when the light bulb went off. And said,  
I’m going to give it a shot.” 
 
Interlock has been a designer-entrepreneur for 5 years. She started while she was living in 
Massachusetts, where she also completed a community entrepreneurship program. As her 
business was built with a social mission, she had a few assistants working for her along with 
volunteers. In Massachusetts, she sold her products in person at shows and online. She recently 
moved to Florida. She continues to sell her products online and is in the process of becoming 
familiar with in-person events. As her adaptive design uses a tactile sewing system, she is also 
working with a nonprofit organization in Florida to provide employment opportunities to the 
blind and disabled. 
Jersey 
Jersey is a Caucasian female in her 60s. She is married and lives in Massachusetts. She 
has a bachelor’s degree in Public Relations. Prior to becoming a designer-entrepreneur, her 
professional roles included being a paralegal, a contract preparer, and a convention planner. 
Right before becoming a designer-entrepreneur, she worked as an apprentice for a costume 
designer for 5 years. Unlike other designers, she was given the opportunity to create her own 
designs while she was employed. 
     It was about eight years ago. I was working for a woman kind of apprenticing with her 
and we made costumes and cloaks, and I worked in beautiful wools and silks, and made 
big things, big designs. And then at some point, she was offered to do a certain job and 
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she really didn’t want to do it, and I said, “Could I take that on?” And she said, “Sure, 
you go ahead.” And so that’s when I started working with the drag queens. And then it 
kind of just jelled into this. I really like doing this. I like having my space that I do this  
in and I like talking to the people that appreciate what I do.  
 
Eventually, Jersey wanted to get away from doing costumes. She also had the desire to 
work more with cotton. Her design idea surfaced when she saw people wearing t-shirts with 
graphics that they like. Instead of t-shirts, she sells ready-to-wear dress shirts and custom-made 
dress shirts. 
     I intentionally select fabrics and things that people will be able to wear proudly and 
say, “Yes, this is me. This is what I am or what one of my favorite things is.” So that can 
be anything from comic books, to donuts, to cars, to cowboys, everything in between. It’s 
just whatever the person selects that really does give them some happiness to wear that 
shirt. And now I know that a lot of people wear t-shirts for the same purpose, but this is 
like the next step. This is like giving yourself more of a present of who you are. 
 
Jersey has been a designer-entrepreneur for 7 years. Her studio is in a building with other 
artists and designers. She appreciates seeing more apparel designers coming in as she was the 
first in her building and recalled it was a lonely time. 
Knit 
Knit is a Caucasian female in her 60s. She moved to the United States as an adult from 
Finland. She is married and lives in Massachusetts. She has a degree in Textile/Weaving and also 
a postgraduate teacher certification. In Finland, she was a colorist and a teacher. After moving to 
the United States, she worked in a store selling sewing machines. For her to sell work in the 
United States, it took some time as she needed to build an inventory. It may have taken her 
longer than other designer-entrepreneurs because of her preference in making. 
     I always like to do individual work. I don’t like to do the same thing like production. 
Even if I do nine scarves in one wool, but I always use different colors or something 
different patterns so I never like to do exactly the same thing. If you want to, how to say 
it? You could do produce much more quicker if you just have this product which the 
same. You do long runs and it’s always the same, but because I want to do more 
individual work, it’s more slower. 
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Knit has been a designer-entrepreneur in the United States for 12 years. One of her 
strategies was to join a guild, which introduced her to different design ideas and allowed access 
to better shows intended for high-quality garments. She splits her work between her home studio 
and a rented studio. At home, with more sinks and outside space, she dyes the raw yarns she 
purchases. After they are dyed and dried, she brings them to her studio with the looms. She 
makes her own woven cloth before she makes it into scarves or vests as final products. She sells 
her garments from her studio, through other retailers, and at different shows in the area. She 
often hosts open studio sessions where the public can come and watch her work and have the 
option to purchase her products. 
Linen 
Linen is a Caucasian female in her 60s. She is married and lives in Massachusetts. She 
has two bachelor’s degrees, one in Studio Art and one in Psychology. Her prior work experience 
was as a software engineer. Similar to another participant, Linen also stated that companies then 
were willing to hire graduates from non-related programs and train them for the work. Her father 
was an engineer, so she believed that had an influence on her too. Although she stated being a 
software engineer and a designer-entrepreneur are very different, she did add, “At a mental level, 
there’s similarities because you’re problem solving.” She shared how influential her parents were 
in her wanting to design. 
     My parents were both makers. That, I grew up in that. My father was a wood person, 
my mother was an artist and she made all kinds of stuff. So making things is, I can’t even 
imagine not making things. I don’t even watch TV because I putter about making things. 
 
Linen was always a designer, but she started her role as a designer-entrepreneur after she 
moved from New York to Massachusetts. She joined a guild and decided to sell some work she 
had, which led to her making more and selling more. Since then, she has been a designer-
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entrepreneur for 20 years. She collaborates with other designer-entrepreneurs too. When she 
started dyeing her own yarn for her knitwear, some customers who were knitters asked if they 
could buy just the hand-dyed yarn. When she started offering her finished knitwear and the yarn 
separately, novice knitters asked if she had patterns (knitting instructions for a project) that went 
with the yarn. Although she knows how to knit, she is not an expert in creating pattern designs, 
so she has been working with other designer-entrepreneurs with the right experience and skills. 
From her designer-entrepreneur experience, she said, “One of the takeaways is when you find 
what you’re good at and you figure out what you’re not good at, find somebody who’s good at 
that thing and somehow strike up a relationship.” 
Nylon 
Nylon is a Caucasian female in her 60s. She is married and lives in Massachusetts. She 
has a BFA degree in Photography. Her prior experience included doing fine art photography and 
working in photo labs. Even as a photographer, being able to sell her work was important for her. 
     Even way back when I was doing photography, I sold my prints. I did make a decision 
probably in art school, you could go in a lot of directions, especially with photography. 
You could do the business studio end of it, you could do the fine art end of it. And in 
doing the fine art end, you either teach or if you want to do, you work and sell it, and I 
kind of went the avenue of waitressing at night, but I would photograph in the daytime. I 
would do a lot of shows and then I sold my prints. That’s how I really started getting into 
the stores. 
 
When Nylon got married and had children, she wanted to continue doing some design 
work and be able to stay home. She changed her work to making fabric plates using the 
decoupage technique. Instead of being outside taking photographs, this allowed her to work from 
home and watch her children at the same time. That led to her wanting to work more with fabric. 
“As the kids got older, I started feeling like I wanted to design my own fabric.” 
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Since switching to creating garments using her own fabric, Nylon has been a designer-
entrepreneur for 25 years. Her work continues to evolve as she started with a scarf and now is 
doing ponchos, wraps, and other silk tops. She does not necessarily see her work as going 
through changes but as reconnecting with her past. 
     How I ended up doing this, I feel like my whole life has made a big circle. And I’m 
back to what I did as a kid because I’ve always been around fabric. I grew up with a very 
ethnic family and they, they did everything by hand. They sewed, they did embroidery. I 
have actually my mother’s second cousin, believe it or not, who lives in Italy, she’s a 
dress designer. She’s older now. And it’s funny, I always feel like me and her have more 
in common. 
 
Nylon sells her work in person at shows or through retailers. She is proud to say that 
some of her retailers are the same ones from 25 years ago.  
Olefin 
Olefin is a Caucasian female in her 60s. She is married and lives in Massachusetts. She 
has a BA degree in Comparative Literature and a BFA degree in Textile Design. After obtaining 
the BA degree, she spent time working as an editor and a technical writer and went back to 
school for the BFA degree. “I didn’t have the nerve to go to art school when I was supposed to 
go to college. I slept with the RISD catalog under my pillow, but I did not apply.” After 
obtaining the BFA degree, she worked as a knitwear designer, but was unhappy doing the same 
task all day. Around this time, she also became depressed while trying to conceive. 
     I was trying to get pregnant, and I was doing assisted reproduction with the meds 
getting shoved into you, which turns out, throws everything off, and so I became 
suicidally depressed because of the chemical. 
 
This led to Olefin resigning from her designer position and turning to making and selling 
at craft fairs. She said, “It started with those little bags. It started with part of mending mentally, 
emotionally.” She has been a designer-entrepreneur for 28 years. She shares a studio with 
another designer-entrepreneur and also participates in joint workshops with other-designer 
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entrepreneurs to share and practice different techniques. She said it keeps them “technique-
happy,” and added that she has and continues to receive emotional support. She recalled one 
specific incident: “That’s when I was diagnosed needing a mastectomy. Yes, I flunked my 
mammogram. That was it. My daughter’s then about seven or ten.” She said that was all she 
could think about at that time, but still decided to attend the workshop. “When I walked into the 
class, you go around and you introduced yourself. I said, ‘I just flunked my mammogram.’ She 
said, ‘Oh.’ She said, ‘Welcome home.’ Yeah, it was such a lifeline.” Olefin continues hosting 
and attending these meetings for both technical and emotional support. Her products are sold in 
person through shows and at her studio. 
Pima 
Pima is a Caucasian female in her 60s. She is married and lives in Massachusetts. She has 
an MFA degree in Fine Arts and Visual Design (fiber) and an MBA degree in Inventory Control 
Management. After her MFA degree, she sold her design work and did well, but found it to be 
difficult. “It was lonely; I was single and I didn’t want to be alone all the time.” She then decided 
to get a job in the fashion industry as a merchandiser. She worked full-time and attended school 
part-time for her MBA degree. She continued to design through her demanding schedule and 
completely stopped her design work when her son was born. She shared how emotional it was 
when she returned to it after her son was old enough: “I went back to it more just because I 
missed weaving. I remember just weeping the first time I went back to the loom after that break. 
I loved color, I loved design.” 
Pima was content with working full-time as a merchandiser and creating her designs 
without selling them. Her decision to become a designer-entrepreneur was when she was laid off 
from her position when the company decided to close its Boston office and move all the work 
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from there to its New York office. She had been with the company for almost 30 years and was 
in a senior management position. Not too many similar positions were available when she started 
the job search process in her area. So, instead of continuing with the job search, she decided to 
become a designer-entrepreneur and has been in the role for 12 years. She sells her work both in 
person at shows and online. 
Qiviut 
Qiviut is a Caucasian female in her 60s. She is married and lives in Massachusetts. She 
has a BFA degree in Fashion Design. While reflecting on how she first became a designer, she 
recalled a specific incident: 
     When I was about fifteen or sixteen, I don’t remember exactly, I was arrested. A 
bunch of us at the park were arrested for having weed on us and, as a result, I got a 
probation officer. So we had to go to meetings and that probation officer, I went to meet 
her every week in Cambridge and she said, “Well, what do you want to do?” and I said, 
“I want to do fashion.” And she got me an internship at the Loeb Drama Center, which is 
the A.R.T. at Harvard. So that summer, I spent it at the costume shop. So that was a really 
good arrest. 
 
After Qiviut graduated college, she moved to Venezuela to work as a designer there. Her 
experience was great until the economic changes required design changes. She was designing 
beautiful clothes often worn by the celebrities, and the company she worked for became well 
known in Caracas. However, the economic changes led the company to change to designing 
uniforms to be profitable. So Qiviut returned to the United States. While job searching, instead of 
working as a designer, she decided to become a designer-entrepreneur. She did not want to move 
to New York City with her children, and she was “disenchanted with fashion because I was very 





     I had already been doing sustainability because it was just a creative way to make 
clothes, like figuring out how to use excess fabrics, mixing stuff up, all of that I was 
already doing. So when the DIY movement and awareness to sustainability and hacking 
came along, I was just, “Oh my God! What I’m good at.” 
 
Qiviut’s designer-entrepreneur role has changed to also managing her large studio as a 
fashion makerspace, partnering with a local university. She has some ready-to-wear garments in 
her studio, but her business is mostly with creating custom-made clothing. In addition, she does 
design consulting work for a university and for an army research and development center for 
combat apparel. 
Rayon 
Rayon is a Caucasian female in her 40s. She is single and lives in Vermont. She has  
an MFA degree in Media Design. She connected her working with wool yarn now to her 
environment as a child. “My parents raised sheep when I was growing up. We sheared the sheep. 
My mom was a spinner. That part of the process is just something I know how it works.” After 
her undergraduate studies in Vermont, she moved to California for her master’s degree. She 
recalled her undergraduate education being very holistic, compared to her graduate education, 
which was industry-focused and prepared students to work for a large company. She spent time 
working as a graphic designer in corporate settings, in Los Angeles, then in San Francisco. She 
also worked as a digital design consultant. She shared that her decisions to leave her corporate 
job and become a designer-entrepreneur were independent.  
     I didn’t quit the corporate job to start what I’m doing. I quit the corporate job because 
I hated it and the thing I was already playing with is what I decided to put my energy into 
at that time, and see if I could turn it into something that was financially sustainable. 
 
Rayon has been a designer-entrepreneur for 5 years. She is a firm believer in making her 
products in a sustainable way, using natural dyes she grows or finds in her area. Customers who 
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are also knitters have requested that she sell her naturally dyed yarns, but she shared how 
challenging that is, when a designer chooses to be truly sustainable.  
     I work small because I’m trying to rely completely on what I can grow and forage for 
dyes. If I start trying to dye larger quantities either for selling yarn or for making sweaters 
or bigger pieces, I’m taking away from all of the other little pieces that I can put out in 
the world. 
 
The process is extremely time-consuming, even compared to other designer-entrepreneurs’ 
working process, which is often slow. However, she wants to continue to make products using 
sustainable methods. “Sustainability is taught now as like how do you be profitable and 
sustainable, which to me is just on a larger scale, I don’t think is possible. I think you only can be 
truly sustainable on a small scale.” 
Silk 
Silk is a Caucasian female in her 60s. She is married and lives in Maine. She has a BA 
degree in Fine Crafts, which focused on the making and history of it. Her professional 
experience included being an Oriental rug researcher and a communications assistant in 
publishing companies and then in a university. She always sold fine art photography while she 
was working, and selling garments only started when her boss at the time wanted to purchase the 
garments from her. While she was employed, she continued to make and sell, but part-time. 
After her husband retired and they moved to Maine, her designer-entrepreneur role became full-
time. Since then, she has been a designer-entrepreneur for the past 7 years. She sells her work in 
person at shows or through high-end boutiques.  
Silk finds her work to be physically intensive and had considered retiring. She could have 




     I want to quit parts of it. I did quit parts of it. I may go back, but I never want to quit 
because it’s kind of who I am basically. I’ve always created things and made things. 
While I was initially thinking, “I want to make things that people use,” that became less 
of a concern and I just want to make something that I thought it was interesting. No, I 




Tencel is a Caucasian female in her 20s. She is married and lives in Massachusetts. She 
has a BFA degree in Fashion Design. After graduating, she had a difficult time finding a 
position. She had a portfolio after graduation, but companies often wanted to see new designs 
specifically for the company, and the computer programs she learned were not the ones the 
industry wanted. She spent a brief time working at a bridal shop where she was unhappy. Her 
boyfriend asked her to move in with him and that brought changes. After the move, she was 
unemployed, so she had more time to think and design garments. When she decided to design 
gowns, she realized how small their new place was for it. 
     After a certain point, I just started working on underwear because I had a very small 
craft space and I’m like, well, I can’t make ball gowns all the time. I won’t have the 
space to make all the ball gowns I want. So if I make weird lingerie, that’s a pretty good 
spot for I get to sew, I get some technical challenges with patterning. I get to make fun 
things still and feel like I completed something without it necessarily taking up the entire 
room. 
 
When Tencel posted finished pieces online, people started asking where they can buy her 
products. Since then, she has been a designer-entrepreneur for 5 years. All her intimate apparel 
garments are made to order. She makes one sample with each fabric and posts the photographs 
online. As she receives orders, she makes them. This works well for her because the pieces are 
small and quick to make. She also sells in person through her studio. The studio building she is 
in has open studio hours where the public can visit and purchase the work directly from the 
maker. She has all her samples there and makes additional ones for those events. She does have a 
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second job, but it is mainly for health insurance. She said, “The health insurance is most of the 
reason I have a muggle job.” 
Velvet 
Velvet is a Caucasian female in her 50s. She is single and lives in Massachusetts. She  
has a bachelor’s degree in Fashion Merchandising. Her prior work experience was in retail 
management and wholesale apparel merchandising. The more she worked and the higher she 
moved up in her career, the more dissatisfied she became. 
     I was tired because really, that job became more of sitting at the computer doing 
accounts receivable and bookkeeping, and end of year, it wasn’t… I would do trade 
shows, but it wasn’t about, my hands were tied as far as design because the owner knew 
what he wanted and that was what he did. So I decided that I wanted to leave and start  
my own business. 
 
Velvet has been a designer-entrepreneur for 7 years. Although she sells through her store, 
online, and via other retailers, she said there is something special about customers connecting 
with the designer through in-person sales. 
     I know how to romance the product. It’s about communicating with them. And when 
I’m at a show, one, I’m really interested in what they are, and I really embrace it. What 
we do with our product is exhausting. We do our demonstration. Every show we go to we 
have a platform. So the person next door, in the booth next door could be selling the 
exact same thing. What sells the product, and on the hanger, but we demonstrate it. And 
that’s the part, that makes it really great, but it also makes it really difficult because you 
can’t get someone to do that all the time. 
 
For this reason, Velvet has a demo video playing in repeat when she is not at her store. 
She tries to be there as much as she can, but doing live demos at shows becomes the priority 
when she has to choose between the store and the show. 
Wool  
Wool is an Asian female in her 50s. She moved to the United States as an adult from 
South Korea. She is married and lives in Massachusetts. She has an MFA degree in Illustration 
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from the United States. As a student, her work was bought by a publishing company to be used 
in children’s literature. She had five books published with her illustrations before she graduated. 
After graduating, she realized it was difficult to make a living that way because it was essentially 
a freelance position without consistent work.  
     Basically, I was a little bit really disappointed becoming an artist. I mean, everybody 
respects my art, they love it, and compliments. First few years it was really good, it was 
feeding me up. But I was starting to think, “Did I really go to grad school to just get a 
compliment?” At the time, I was dealing with other stuff. I was a pretty new immigrant 
from Korea, my English was not that good. I had two kids, and was a first-time mom, and 
I have to learn a lot of things at the same time. I have to learn to become American here, 
so my art was not my priority in my life at the time. 
 
When her children were old enough to attend school, Wool started thinking about her role 
as an artist again and this was when her work changed from illustrations on canvas to 
illustrations on garments. 
     I saw a lot of people who do what they want to do and they make a living. I started 
thinking, “Why can’t I do it?” That’s the first motivation that I had to start this, but at the 
time I just didn’t know what to start. So what I did was…. You know how all the t-shirts 
are, “something more, something more?” So I just for fun, I did the “walk more,” just 
because…. To encourage my kids to walk to school more, and other kids. So, I made the 
t-shirts in the “walk more,” and then people liked it. Like, “Oh, what did you do?” And it 
was just for fun. Then I started to do “bike more,” and then people reacting to it. “Oh, I 
like that. Can I buy one?” That kind of thing. 
 
Since then, Wool has been a designer-entrepreneur for 10 years. In addition to t-shirts, 
she sells other garments. She has a store where she sells her own products and she also carries 







The purpose of this explorative field study using elements of case study design was to 
understand how DIY fashion designers learn to engage in entrepreneurship. This chapter presents 
the findings from 20 individual in-depth interviews with designer-entrepreneurs who created 
their own businesses selling garments they make. To support the findings and to compare the 
designer-entrepreneurs’ business and life strategy of solely operating their business vs. operating 
their business with a second job, the dual role was reviewed and discussed through two focus 
groups. Where appropriate, the data from the focus groups were added to the interview data. 
Throughout the findings, generic terms appear in parentheses, such as “(a product)” or 
“(a craft guild).” This is to preserve the anonymity of the interviewees. Many have unique 
business names or product names, and some products are patented or patent pending. The names 
of the organizations with which they are associated have also been omitted.  
The four major findings shown through the data collection in this study are as follows: 
1. All participants (100%) indicated that fulfilling a need as a professional designer, 
wanting more options as a designer, or experiencing transitions in life were the 
reasons why they chose to be a designer-entrepreneur. 
2. An overwhelming majority of participants (95%) reported that when they became 
designer-entrepreneurs, the conflicts or challenges were related to operating the 
business and feeling isolated. 
3. All participants (100%) indicated that they learned what they needed to learn through 
experiences and reflection on those experiences. 
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4. A majority of participants (80%) indicated that they found the learning strategies and 
the support they needed by joining support groups and forming learning habits. 
Finding #1 
All participants (100%) indicated that fulfilling a need as a professional designer, 
wanting more options as a designer, or experiencing transitions in life were the reasons why they 
chose to be a designer-entrepreneur. 
Participants were asked to describe their dual identity, being a designer-entrepreneur. Not 
all DIY fashion designers choose to become entrepreneurs, so the question was to understand 
why certain DIY fashion designers choose to become entrepreneurs. The needs included the 
desire to be a designer with both intrinsic and extrinsic factors. As designer-entrepreneurs, they 
believed they had more flexibility in operating a fashion business. The transitions participants 
experienced in life were also one of the reasons why they chose to be designer-entrepreneurs. 
Table 2 below provides an outline of Finding #1 data. See Appendix G: Distribution Tables, 
Finding #1 for a complete list. 
Fulfilling a Need 
All participants (100%) acknowledged that there is a personal need to fulfill, an external 
or internal need for the designer or a need for the customer. Any one of these needs led to the 
participants becoming a designer-entrepreneur. For the participants, the personal needs were to 
be a professional artist or a craftsperson, to create one-of-a-kind works, or to grow as designers. 
To learn the needs of the customers, the participants continued their own market research, in 










Outline of Finding #1 
 
 
All participants (100%) indicated that fulfilling a need as a professional designer, wanting 
more options as a designer, or experiencing transitions in life were the reasons why they chose 
to be a designer-entrepreneur. 
 
Participants described the reasons in the following ways:  
 
Fulfilling a Need (20 of 20, 100%) 
 To be a professional artist or a craftsperson 
 Create one-of-a-kind works  
 Growth (experiment and evolve)  
 Positive feedback 
 
More Options (19 of 20, 95%) 
 More control in the process and the product  
 Low cost  
 Different ways of selling  
 Selling supports habit (making)  
 
Experiencing Transitions (14 of 20, 70%) 
 Family influence  





To be a professional artist or a craftsperson. An overwhelming majority of 
participants (90%) shared that they had the desire to be a professional designer and to make a 
living doing what they love. Many apparel designers now, especially when employed by a 
company, are not involved in the making process. Due to cost and efficiency, designers generally 
create computer-aided designs, and the manufacturing is completed in a different location, often 
overseas. The participants for this study chose to be involved in the entire process, from 
generating an idea to making the finished garment and selling the garment. 
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For many, this desire was not a newly developed idea for them. Nylon explained it as “I 
think always in the back of my mind, I really wanted to make a go of it as an artist and be able to 
support myself.” Similar statements were repeated many times by other participants. The word 
always also came up again with Velvet, who said, “I always knew that I was meant to be in sales, 
clothing, design, fashion.” Many were able to share the moment when they decided to become a 
designer-entrepreneur and sell their garments, but not when they started designing their 
garments. 
Knit explained that purchasing an apparel is a selection process. Customers need 
variations, whether in colors or sizes. After moving to the United States, she first designed from 
home but realized the limitations. She is still able to do some work from home, but she 
emphasized the importance of space and having enough inventory. To turn what she always liked 
to do into a business, Knit obtained a studio that also works as a retail space: 
     I’ve always done this with something with the colors and the textiles, that’s long time. 
That’s my interest, so I decided to have this studio. It took a little while to just build up 
inventory, but once I got it going, it’s like always I have been having my own work. Or 
doing some design work. 
 
The desire of wanting to design came up again and again with participants. Some 
participants may have had prior work experience which appeared to be very different from 
making a garment, yet they were able to make a connection because the need to design was often 
in their thoughts. For example, Linen compared her past experience as an engineer with now 
making garments, saying: 
     I’ve always wanted to design. And I have sort of images in my mind of things. And 
because I was an engineer, it’s fun to figure out how to make those things. So I used to do 
a lot of garments. 
 
Other participants had more direct transferable skills from previous work experiences. 
Although Wool started off successfully as a children’s literature illustrator, she shared the 
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difficulty of making living as a fine artist because not many people purchase paintings or 
illustrations. After being frustrated with the situation, but wanting to continue drawing and 
painting to make a living, Wool decided to make t-shirts with her original artwork instead: 
     I was sick and tired of the idea that artists cannot make a living, artists have to starve 
and everything. A lot of people are expecting artists to do the job free, or they think it’s a 
hobby. I realize the t-shirt is very powerful, because even as a children’s book illustrator, 
my job was to illustrate the image and make it beautiful and compelling to the story. 
 
Create one-of-a-kind works. A majority of participants (85%) shared that they were 
able to create a unique product or address a specific problem with their garment. The problem-
solving design often started with their own problems. When they realized that they designed 
something new from being unsatisfied with existing products, they saw their own design as a 
business opportunity. 
For example, Eyelet’s idea started with a personal problem. She spent some time 
searching for a solution among existing products, but nothing satisfied her need. She decided to 
design a better solution and realized there were also others with the same problem who can 
benefit from her idea: 
     When I was working as a garden intern and I was outside a lot, the sun kept burning 
my hair. The only solution was a sun hat, which will flatten my hair. I wanted something 
that would fully protect my hair, but not compromise its volume. That’s when I started to 
explore, which I like doing, exploring, sketching, different ideas. That’s pretty much how 
the (product) was created. I didn’t have a solution on how to manufacture it. It was still in 
the process, so I just had to teach myself how to sew and make the product. I knew from 
the beginning that this wasn’t, just wasn’t me in this problem. There were other women 
with curly hair that they didn’t have a hat for them. 
 
Jersey came up with her business idea while listening to someone speaking of his 
individual need and connecting it with what she liked to make: 
     I came across making Hawaiian shirts and that just opened a whole door of enjoyment 
to me because I would run across people who would say things like, “Well, my grandma 
made a great quilt that I really love, but you know, who’s ever going to see it except for 
people that I invite to my bedroom.” And I thought, “Well, you could wear a shirt that 
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kind of puts out what you love, it can be your personality.” So that’s when I started doing 
the personality shirts that I specialize in. 
 
Jersey found this way of making more enjoyable because custom orders mean not having to 
make many of the same product, which may or may not sell. After the initial design consultation, 
the customer pays a portion of the total cost and pays the rest when the finished garment is 
picked up. 
Creating custom products also allows the designer to work with the client as the product 
is being made. As Hemp’s garments sometimes require multiple fitting sessions, she described 
the process as “a collaboration when you’re working with a client, like they bring in their ideas 
and you bring in your ideas and you kind of meet in the middle.” Similar to Jersey, Hemp also 
includes initial design consultation and a payment plan. This is especially the case when she 
creates custom wedding dresses that can take weeks or even months to finish. 
Growth (experiment and evolve). All participants (100%) shared that becoming an 
entrepreneur has made them grow as a designer. For some, this growth was more incidental; for 
others, the growth was the main reason why they became a designer-entrepreneur. They are 
selling what they make, which often happens as the business grows. 
Angora started as an artist selling individual paintings, so she was used to finishing one, 
then moving on to a new one. Because she was used to galleries setting the price on her 
paintings, she was unfamiliar with pricing or the difference between wholesale price and retail 
price for garments. Retail price is generally double the wholesale price. When Angora started 
making garments, she sold her first piece at a restaurant. She shared how her first sale turned into 
a wholesale order: 
     It was at the end of the meal, and she comes back and she goes, “Can you make  
more of these?” I said, “Yeah.” She says, “Well, would you make them and sell them 
wholesale?” I said, “Sure, but I think I might have to charge a bit more money.” She said, 
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“Absolutely. In fact, what you sold to me for this is your wholesale price (instead of retail 
price). I need about six of them.” I didn’t look back. It was like, okay, somebody wants to 
buy this, I’m going to figure out how to do this. I was paying retail for stuff to make my 
own stuff. I wanted to buy the stuff wholesale so I can sell it wholesale. That was the next 
step. 
 
Angora believes her paintings from the past were art and her garments now are still art. 
However, the selling part is very different. She did not see herself as an entrepreneur with her 
paintings, but she sees the entrepreneurial role when selling her garments. 
Making handmade garments is time-consuming, so as the business grows, making more 
can be challenging. This was emphasized with participants like Rayon, who uses locally sourced 
materials and even dyes the yarn herself before making a garment. As she is both the designer 
and the entrepreneur, she is able to make business decisions on her own which will be beneficial 
for both roles: 
     I’ve certainly streamlined the process to be more production-oriented, and I use that 
term loosely also because I’m certainly not a production shop, but I have systems that I 
use, so I am about as efficient as I can be, and keep the uniqueness of my products. 
 
At the same time, Rayon allows herself time to grow as a designer as she sets time aside to get 
away from production intentionally. She said, “I do try to give myself an R&D (research and 
development) period each year, like a month somewhere in between shows where I don’t 
pressure myself to have inventory.” 
For some participants, growth as a designer is more valuable than the finished garment. 
Gabardine started her garment business so she could focus on her making skills full-time. 
Gabardine emphasized on the importance of the process: 
     I am all about process. The process I’m attached to, once I’ve finished something, I 
couldn’t…. It’s not that I don’t care about it. I can evaluate it. I can look at it. I guess I 




As with other participants, this does not imply that Gabardine does not care about the growth of 
the business. She shared, “I’ll get through a season and then I’ll sit back and look at it, and go, 
okay, this is what worked this year. This is what didn’t work this year. This is how it’s going to 
be next year.” Growth in both roles is important to sustain the business. 
Positive feedback. All participants (100%) have acknowledged that positive feedback 
plays an important part in their roles as a designer-entrepreneur. The market research process for 
the participants is different from a traditional market research process in the sense that they are 
involved in the entire process from making to selling. In addition, they often receive feedback 
from customers and directly from consumers. 
Silk simply started making garments because she “wanted to do something with my hands 
again.” The thought of selling her handmade garments only occurred to her because someone 
wanted to buy them: 
     I brought some into work and I think and to show my boss who was very into high-
end fashion and stuff and she seemed to really like them and wanted to buy some. Then I 
did open studios with the photography and I started selling some of the scarves too. They 
seemed to be selling, so I decided to try to do it at that point, I think. 
 
Tencel’s experience was similar, as she shared: “I started selling stuff because people are 
like, wow, those are really great. You’re posting pictures of all these things, can I buy it? And 
I’m like, sure.” She posted photographs of her garments in social media and people asked where 
they can purchase them, so she began selling online first, then obtained a shared studio with 
retail space. She receives feedback both online and in person in her studio when she participates 
in open studio events. 
With Wool’s selling process, unlike the two above, she decided to make enough to have a 
small inventory and see how customers respond to her garments. This is when she was testing 
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her market to see if people would want her garments. She recalled her first selling experience 
was very positive and gave her the confidence to continue to live as a designer-entrepreneur: 
     I did sell quite a lot more than I expected. One man came to me and he really loved 
my t-shirt. He said, “Boy you’re in the wrong place. You should be in a Nordstrom.” 




An overwhelming majority of participants (95%) shared that being a designer-
entrepreneur allows for more options that they can explore. Many believed there are more 
restrictions while employed as a designer. Others stated that in addition to having more freedom 
with the design part, being an entrepreneur provides more flexibility in the way the garments are 
sold. 
More control in the process and the product. An overwhelming majority of 
participants (95%) discussed that their way of conducting business allows them to have more 
control in the making process which leads to the final garment. Participants who had fashion 
design education shared the contrast in the design process as a student and as an employee. In 
educational settings, students are encouraged to explore different ideas and are often free to 
experiment. In professional settings, companies mostly have a specific design outcome. This is 
because decisions are made based on existing customers, including their design preferences, how 
much they are willing to spend, and other factors. This is particularly what entry-level designers 
experience, when they are hired as assistants to other designers with few opportunities for their 
personal input. Olefin shared how unhappy she was with her first job as a knitwear designer: 
     The first job out was for this miserable backwater knit design company, one of those 
dysfunctional six-people companies. They’re on the edge of collapse. I found out I didn’t 
want to do machine knitting twenty-four/seven. I didn’t really like that fashion design 
world, even from that perspective. Didn’t have much to offer. So I decided I was going to 




Considering how apparel mass manufacturing creates waste and overseas manufacturing 
is often criticized for labor issues, participants were proud to make positive contributions as 
makers maintaining small businesses. For Rayon, the process starts from the very beginning with 
sourcing, where the materials come from. As she described: 
     I am a maker, so I think just the whole process of what I’m doing is so important to 
what it is that I don’t think overseas manufacturing is sustainable necessarily. I’m not 
trying to do things the hard way necessarily, but I just want to model a world that I 
appreciate and aligns with my values, so I just want to make sure that there’s no 
chemicals, no mistreated labor, no questionable processing at all in my work. 
 
Selling garments directly to customers by being an entrepreneur also means that the 
garments stay with the designer-entrepreneurs until they are sold. When Angora was a painter 
and had galleries selling her paintings, she experienced losing many of her works. She recalled, 
“When the market collapsed and my galleries closed, one gallery left owing me twenty grand. I 
never saw a penny of it, and I never saw my artwork again.” 
Low cost. A majority of participants (80%) shared that the low cost of starting their 
business was one of the reasons they made the decision to start. One benefit of a one-person 
handmade business is that it often starts with what they already know and have. When Wool 
decided to make and sell t-shirts with her original illustrations, she said, “I started the whole 
business with an eight hundred dollar investment. I was making at home.” This was a very low 
cost, considering that other microbusinesses generally start with a $3,000 investment and often 
more (Caramela, 2020). 
As a designer and an entrepreneur, some participants had their own strategy to reduce 
production costs. Compared to overseas manufacturing, it is more time-consuming and 
expensive for participants to make the garments individually. At the same time, participants had 
their own advantage from reduced shipping time, which allows them more time to make the 
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garment after an order has been placed. Most participants make the garment in the United States 
and ship it to an address in the United States, so they only need a few days for shipping instead 
of weeks or months, as required for overseas manufacturing. This was why Tencel started off 
with making only one sample to photograph in order to post it online. After an order has been 
placed and paid for, she makes additional ones. As she described, “I do everything made to 
order, so I’m not wasting too much time making things myself that I’m not going to necessarily 
sell.”  
Tencel also worked with what she already had. With her degree in fashion design, she 
had both the tools and the skills she needed to make garments. She said, “I already had a decent 
sewing machine left over from college, so it made sense to just do it myself.”  
Hemp was another participant with a degree in fashion design and also used what she 
already had from school. She makes high-end custom garments, so her expense for the garment 
begins after the order. She described it as follows: 
     The process with me from start to finish, you’re very involved; you get to choose your 
fabrics, you get to come to multiple fittings, and you get to make any tweaks that you 
want to make within reason, according to your deadline. Really you are leaving with a 
one-of-a-kind piece that fits you perfectly. 
 
Different ways of selling. An overwhelming majority of participants (90%) said they 
have different options when it comes to selling their garments as a designer-entrepreneur. Some 
participants have stores or studios with retail space, while other participants set up a booth in 
different craft shows. Some participants do both. While visual merchandising is yet another role 
the designer-entrepreneurs must undertake, they are very much aware that merchandising is often 
what gets customers to notice their garments.  
Larger companies and even small stores often have to follow cookie-cutter 
merchandising plans that the corporate office or building management requires. Trade shows or 
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craft shows become tools for developing merchandising techniques as they set up their booths 
every time. In addition, they get to see how others, anywhere from dozens to hundreds, set up, 
depending on the size of the show. 
Gabardine described how merchandising played an important role in her business 
growing because garments in craft shows are not planned purchases. 
     This has a lot of the merchandising aspect of it. Some places require that when they 
jury you. Do you have a look that’s distinctly your own? You have to have this look 
that’s distinctly yours and not anybody else’s. I’ve built everything on that, but I can’t 
remember when I started doing that. But I remember setting up my booth in an ice rink in 
Stowe, Vermont, and the craftsmen, who were my friends and colleagues, coming in and 
saying, “Wow! What happened? This is totally different!” All of a sudden, I started doing 
well. It was a breakthrough. Yeah. Because people are doing a passion purchase. 
 
Velvet started her business because of a booth she saw. The first product she designed and 
sold was even based on her experience at this booth, as she shared: 
     I remember the defining moment, I was at a trade show in Atlanta and I was walking 
the temporary booths just looking at stuff. And there was this amazing, very Bohemian 
booth woman who did jewelry where you would buy all the elements, the pieces, the 
charms, antique keys, and then they would put these big, huge statement pieces together 
for you and then would assemble it for you. Just the way she merchandised her booth was 
so appealing. It was like an old town, like a bazaar in another country. Rugs hanging 
from her ceiling and bins of keys and coins and just really interesting tactile things that 
you just wanted to be there. And I went, this is it. This is what I’m going to do. 
 
Velvet started her business as a vendor at shows and found other ways to sell her garments. 
While trends and forecasting data are available, businesses can be unpredictable. Velvet quickly 
built additional options to sustain her business. She shared:  
     I always like my business to be the threefold that it is meaning…. Well, it wasn’t 
always a storefront, but I have the storefront. I have my wholesale business and I have 
my retail event business. When the store has a zero day, I’ll pick up the phone and call 
my wholesale customers. “You guys need (product)?” Or, I’ll book an event. 
 
Selling supports habit (making). A majority of participants (70%) were already making 
garments before they considered selling what they made. Some called it a hobby or used the term 
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DIY; others specifically called it making or creating because they always considered their work 
to be professional. 
For Boucle, her work started as a hobby that turned into a business. “I started knitting in 
college and then I developed a passion for it. And then I started making things and I was making 
a surplus of things and I decided that I would try to sell them.” Cotton also started knitting as a 
hobby in college which turned into a business. She recalled: 
     I was a student at the time and I was dealing with a whole bunch of anxiety and all this 
stuff. And so I ended up discovering knitting as a way to kind of calm myself down and 
then really fell in love with it. I started making a lot of hats and I was, oh, I can’t wear 
these many hats. And I was making them for a lot of friends and family members and 
everybody was, You should sell these. So then finally I just decided to sell them. It’s 
worked out pretty well for me so far. 
 
With other participants, the habit changed, but the garment making stayed the same. With 
Linen, it started from a weaving class. She said, “When my kids were little, I took a weaving 
class and then it was like I got to weave, I just have to weave, weave, weave.” When she had 
many garments, she started selling them. After weaving for about 15 years, she found herself not 
liking it anymore. She said, “I think I had gone as far as I felt like I could in weaving. It just 
wasn’t fun anymore.” Then she started dyeing yarn which she began selling. This led to her 
learning how to knit and crochet; she is currently selling finished garments with her hand-dyed 
yarn. 
Experiencing Transitions 
A majority of participants (70%) stated that experiencing transitions was a factor in 
wanting to become a designer-entrepreneur. The transitions included changes from family 
influence, age, and finding purpose in their business. 
Family influence. A majority of participants (60%) stated that the decision to become a 
designer-entrepreneur was influenced by their family. For some, it was something they grew up 
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with and returned to as an adult. This does not imply that they stopped the making process. 
Rather, they returned to it to make a living out of it. For instance, Rayon shared: 
     My parents were crafts people. My mom was a fiber artist and my dad was a potter, so 
that’s always been in my background. And I have as I listed out my previous careers and 
skills to you, I’ve sort of bounced around a lot in my life trying to find a mix of creative 
and financially sustainable work, and I guess as I’ve gotten a wider worldview, it’s kind 
of come back to where I am right now. 
 
After working as a graphic designer and being unhappy with her position, Rayon realized she 
wanted to do something creative that was more hands-on. So before she resigned her position as 
a graphic designer, she spent a few years making garments and preparing to become a designer-
entrepreneur. 
Gabardine specifically recalled how she started making garments and how her family 
members have influenced her. 
     I started weaving before I knew how to read, in preschool. My aunt gave me a 
Creative Playthings loom, a little tiny loom. I wove off the project that was on there, and 
then immediately wanted to re-warp it, and declared that I was going to be a weaver 
when I grew up. It’s really shaped my life. I’ve had this focus throughout my life, this 
funny thing. Everything gets tied together by textiles and weaving. 
 
She remembered how supportive her parents were, from her earliest interest through her high 
school years. When Gabardine learned everything from her aunt’s gift, she wanted to learn 
more. Her mother took her to the library to borrow books on weaving techniques, but the books 
were not very helpful for a child. She said, “Books didn’t have pictures then. It was too 
expensive to publish pictures. So, my mother had to read the books and try to figure this out in 
her spare time.” Gabardine’s mother went as far as taking adult weaving classes, so that she 





     Weaving classes in the ‘60s were for adults, not children. The instructor knew that she 
was taking it for my benefit. She said, “Whenever she has a Monday holiday, you bring 
her to class and we’ll get her on a loom,” because other people had to stay home with 
their kids and then couldn’t go to class. So, she knew that there would be looms available 
when there was a Monday holiday. So I got to go to class then. 
 
The passion for weaving and creating textile continued for Gabardine. Considering how 
supportive her mother was with weaving and since her father started his career as an artist, she 
was shocked when her parents were against her studying textile arts in college. She majored in 
Anthropology instead and her school had a very specific program requirement, so she was not 
able to take any textile classes, even as electives. After graduating, she worked as a Software 
Designer, but planned it in a way that she could retire early to return to making garments full-
time, which she is doing now. 
The family influence is sometimes from their adult children. Angora said making 
garments started for her when she received a gift from her children. She said, “My kids gave me 
the kit and I fell in love with the process…. I would be making these felted things, and people 
would buy them from me. They were buying the scarves off my body.” In between painting 
shows, she made felted garments. She started displaying them with her paintings and the 
garments sold. When she painted, she saw herself as an artist. When she made garments, she saw 
herself as an artist and an entrepreneur. When Angora started making garments more and more, 
her daughter often provided the right support from her own experience of starting two small 
businesses. When Angora often wanted to make decisions as a designer, her daughter would 
question her as an entrepreneur to encourage her to see both perspectives before making a 
decision: 
     Last time we went to New York, I fell in love with these buttons, and I said, “Oh, 
these buttons are good. They’re so perfect.” She looks at them and goes, “Mom, each one 
of those buttons is four dollars. How many do you need? Six. That’s twenty-four dollars. 
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Can you raise the cost of that jacket for twenty-four dollars that you’re going to put on 
it?” Uh-oh. Probably not. She’s much smarter than I am.  
 
Age. A majority of participants (70%) discussed that starting a business with their design 
skills was a better option because of their age. The participants ranged from their 20s to their 
60s, so it had less to do with the number and more how they perceived where they were in life. 
As mothers, some participants had to consider their children first when making the 
decision to start a business. One of the challenges with apparel design jobs is that many are 
located in cities with high living expenses. Qiviut started her career as an apparel designer 
overseas. After returning to the United States and with children, she had to make decisions: 
     It wasn’t that I didn’t look for fashion jobs, but they just weren’t, they would not, it 
wasn’t a good fit. I had children. They were teenagers now and I didn’t really want to 
yank them out of school and go live in Manhattan on a low, very little pay because they 
were hiring younger people, straight out of school that were willing to live in an 
apartment with eight other people. 
 
Pima had a successful merchandising career in a very large apparel company and initially 
had no desire to start a business. The decision to start a business was made when her career 
ended with the company. She said, “After twenty-nine and a half years, I got downsized from my 
corporate job.” After spending some time looking and thinking, she decided to combine her love 
for making garments with her need to work. 
Mid- to late-life circumstances are not the only factors to consider when it comes to some 
participants deciding to turn their design skills into a business. Hemp made the choice because 
she believed being in her 20s made her resilient. There were challenges with finding jobs when 
she graduated, and she thought she could always return to looking for one later. She said: 
     I have a BFA with a specialization in fashion design…. Once I graduated, I started 
sending out applications to some of the places in Boston area where you can get that kind 
of work. I really wasn’t getting any callbacks from the companies that I was interested in 
working with. I really wanted to own a business and I should try it. I sort of decided that 
right after I graduated would be a good time because if I fell flat on my face and it failed, 
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I was still young, I could go get a job at one of those companies and just do that if this 
didn’t work out. But that was four and a half years ago now, and I’m only six months 
away from being in like the safe zone they say. So that’s pretty cool. 
 
Boucle also made the decision to start a business in her 20s because she did not believe 
there were any risks. When she graduated and realized it was going to be difficult to find a job 
with her degree, she decided to go back to school for a second degree without taking any time 
off. She started her business with an assumption that it would be something she would do while 
working towards the new degree. She said: 
     I had so much extra around. And I was giving it away as gifts, but I’m also like, “You 
know what? Maybe I should try to sell it.” I was going back to school, so I wasn’t really 
working at the time, and I needed some extra money. So I decided to try my hand at that 
and do the craft fair thing and then the online thing too. 
 
Purpose. Some participants (50%) expressed that the business idea surfaced while 
thinking of others, such as performing their role as a caretaker or wanting to address a larger 
social issue. For example, Damask shared her experience of designing adaptive wear while 
taking care of her daughter: 
     When my daughter was in high school and I stayed home, she had had two brain 
surgeries. And I couldn’t get anything around her IVs. There was no piece of clothing I 
could buy, and it was still early in the internet…. And when I saw this cozy, the fabric 
that I now call the (product), it was like I just knew this was what…this was the purpose. 
 
Her daughter recovered, but as she saw other patients terminally ill or in various permanent 
conditions, she thought, “If they are dying and I can provide them with something that will make 
their journey more comfortable that to me is like…that’s…that shatters.”  
Interlock shared her experience of designing something very new and also adaptive while 
taking care of her mother: 
     This all started after my mother lost her eyesight. Since my mom was a seamstress for 
most of her life, what was very depressing was when she could no longer sew anymore. 
As you can imagine, after you lose your sight, there are many things that you cannot do 
anymore. So she became very depressed. That was back in her 80s, and I struggled to 
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find a way to help her engage and make her feel like she had something that was a 
purpose for her. After a while, I just figured out how to create a sewing project for her 
that she could do by touch. I do this by applying a tactile border to fabric and created a 
little quilt kit for us to do together. Thankfully, it was very successful. She loved doing it. 
It was easy for her to do, all by stitching by hand. So after realizing how her quality of 
life improved so significantly, I decided to create this into a kit so that other people who 
are blind or visually impaired could also benefit. 
 
The simple small kit turned into a business with a social mission. It has grown into selling both 
kits and finished products, including pillows, quilt, scarves, and vests. 
For other participants, the experience was going through a change from their previous 
workplace. While working full-time as a merchandiser, Pima occasionally had volunteered her 
time and design skills for a local foundation as well as for a fair trade cooperative. Being 
downsized helped her focus on what she wanted to do: “I spent about six months trying to get 
work in my field and realized that really, what I wanted to do was bring together (social mission 
organizations) and the need to work.” Instead of volunteering when she could, she combined her 
two needs and started a business with a social mission. 
For some participants, social mission existed from the beginning. When Eyelet was 
creating a prototype for (product), in addition to sewing one on her own, she also decided to 
receive feedback from a professional seamstress. While working with her, Eyelet had a desire to 
create work for her and others. She described, “The seamstress lived in not the best part of town 
and then a lot of poverty. When I created the (product) with her, I knew I wanted to work with 
them and sustain their work. It happened naturally.” 
Finding #2 
 
An overwhelming majority of participants (95%) reported that when they became 
designer-entrepreneurs, the conflicts or challenges they faced were related to operating the 
business and feeling isolated.  
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The designer-entrepreneurs were asked to describe the conflicts or challenges they faced 
as they gained experience as entrepreneurs while maintaining their role as designers. They were 
also asked to describe how they worked through the conflicts or challenges. An overwhelming 
majority of participant (95%) reported that when they became entrepreneurs, the conflicts or 
challenges they faced were related to operating the business and feeling isolated. Table 3 below 
provides an outline of Finding #2 data. See Appendix G: Distribution Tables, Finding #2 for a 
complete list. 
Table 3 
Outline of Finding #2 
 
An overwhelming majority of participants (95%) reported that when they became designer-
entrepreneurs, the conflicts or challenges were related to operating the business and feeling 
isolated. 
 
Participants described the three types of conflicts or challenges in the following ways:  
 
Building Business and Relationships (19 of 20, 95%) 
 Different roles 
 Cost/income  
 Limitations and luck  
 Non-stop work  
 
Adapting to Changes (18 of 20, 90%) 
 Having to change designs  
 Changes in business  
 Technology, including online selling 
 
Feeling Isolated (19 of 20, 95%) 
 Uncertainty 
 Self-value  






Building Business and Relationships 
An overwhelming majority of participants (95%) acknowledged that when becoming an 
entrepreneur, building the business and business relationships are needed but difficult to do. 
They found that the role of a designer and the role of an entrepreneur are very different. They 
became aware of things they had to factor into the cost of the product. They learned there are 
limitations to what they can do and the work truly does not stop for an entrepreneur. 
Different roles. An overwhelming majority of participants (90%) expressed the 
difficulties they faced as they performed different roles. At times, there were competing needs 
between the designer role and the entrepreneur role while making the garment. Other times, the 
challenges took place after the design part was completed. 
Prior to making the decision to become an entrepreneur, the participants designed what 
was pleasing for them. Tencel described the shift in her design: 
     I went from, I wanted to make-fancy, frilly, fun, cute stuff to, okay, well, that’s not 
really selling at all because nobody wants that kind of stuff right now. And I switched to 
cotton and softer, more washable fabrics because that’s what would sell. 
 
With Rayon, there were additional steps to consider as she dyes her own yarn before she 
begins knitting. Instead of using purchased dyes, Rayon creates natural dyes from what she 
grows and collects from plants in her area. This process can make it difficult because she has to 
consider the time she spends and how she calculates the price:  
     I had to give up doing things that are really experimental and take a long time. There’s 
certainly a constraint in my work that I can’t put days, and days, and days into a certain 
design that I would love to make but I just don’t have the time and I would never get 
reimbursed for that time so that’s a bit sad sometimes. 
 
Almost all participants stated that selling is more difficult than making. Linen found 
herself making and making, then realized how much inventory she had; she said, “I can dye four 
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hundred pounds of yarn and it will be sitting in my room. I need to get it out. So that’s the 
challenge, to promote it. That’s a huge challenge.” 
For some participants, there are also specific tasks related to selling in person. Pima has 
an assistant at shows, but she wishes she can completely get away from the set-up and break-
down part, but cannot: “I hate packing the van and unpacking the van. You saw me. I was happy 
at (the show), but the before and after is horrible. I’ve been trying to hire someone. No one can 
do it but me.” 
Cost/income. An overwhelming majority of participants (95%) described how 
challenging it is to price their garments as they have to consider material cost, other overhead 
expenses, and the time they invest. Participants shared that they can face these challenges 
anytime: before the business even starts with start-up expenses, needing additional supplies as 
they make products, and when the expenses continue to occur. 
Some participants decided to make a lifestyle change from the very beginning. Hemp 
changed her living situation to start her business: 
     One of the biggest things I had to give up was until very recently, I was still living 
with my mom. It really came down to getting my own place or running my business 
because obviously that is very expensive when you’re just starting out, and I chose 
running my business. 
 
Rayon also believed she had to make sacrifices when starting her business, as she shared: 
“The other thing I had to give up, this isn’t creatively, but certainly money. I’m basically trying 
to live on as little money as I can.” 
Some participants had to make changes in the making process in order to make a profit. 
Most consumers will not notice minor differences, but it matters for the participants. Jersey 
explained the change in finishing with time-consuming French seams to using a serger now, 
which is quicker: 
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     I’m very cautious about trying to get things at reduced prices and cutting corners in 
certain areas where it’s not noticeable, but I’ve had to cut corners. For example, I used to 
do French cut…. I used to do the double-overs on every single shirt so that it was nice 
and neat and clean on the inside. Nowadays I serge it, it cuts my time by a third at least, 
maybe even almost in half. I don’t like it because I personally think that it doesn’t look as 
great as having a completely hidden area. But it’s what I have to do to hit the price points 
that I need to hit. 
 
Qiviut explained that the cost of a finished garment goes far beyond the cost of material 
plus the time spent. There are various overhead expenses to consider. She listed other factors she 
did not know until she became an entrepreneur:  
     You got this much and you have to spend this much. You have to pay yourself, you 
have to pay rent, you have to pay for all these things, and so that means you have to bring 
in this much money. And this much money is represented by this amount in a month and 
this amount in a week and this amount in a day. And you know when I’m looking at that, 
I was like, oh, this is scary. 
 
Limitations and luck. A majority of participants (70%) described their limitations in 
performing both roles as a designer and an entrepreneur. They also shared examples of both 
successful and unsuccessful results that were simply brought on by chance without their efforts. 
When Silk decided she was going to begin selling the garments she makes, she initially 
thought, “If you just make something that people think are beautiful, they are going to buy 
them.” So she created statement pieces that people would notice. At shows, people did notice, 
but it did not always lead to a sale. That was when she started thinking of the lifestyle of people 
coming to the shows as she spoke with them: “You really have to think about what people wear 
these days. Very few people that I know are dressing up all the time and going to galas.”  
Some participants learn their limitations as the business grows. Wool was doing so well 
with her garments that she was able to have a store at a high-end mall with an expensive lease. 




     I was making a lot of repeat customers, and it was slow because I didn’t have a big 
promotion. But I was definitely growing. Every year, the only reason that I kept renewing 
my lease was because I was growing. What I didn’t realize was there’s just limitations, 
that I can’t do by myself. 
 
Participants expressed that there is a part of the business that is simply unpredictable. 
Olefin said, “Most of it feels like a roll of the dice. I think a lot of sales happen to people that 
have already made a personal connection with you.” She started the conversation in a similar 
way, often asking or saying the same thing, but the personal connection may or may not happen. 
Boucle said craft shows themselves can be unpredictable: 
     I’ve been to a craft fair or two where it’s like, okay, I haven’t sold a thing all day. 
Why am I here? It’s kind of a waste of money. But then at the same time, I go to another 
craft fair and people buy out all my stuff. So there’s ups and downs. 
 
Gabardine explained that low prices do not always equate to garment selling at shows. 
She shared, “To be able to sell at most fairs, to be able to sell stuff, it has to be reasonably priced, 
whatever that means, but there are some fairs where if it’s not high-priced, people don’t want it.” 
Non-stop work. A majority of participants (85%) stated that being a designer and an 
entrepreneur means there is always unfinished work. For example, Angora explained the contrast 
between when she used to be employed and being an entrepreneur now: 
     When you work for somebody else, you have a set amount of time, and you got to 
work and you leave. I mean, look, my ironing board is here. It’s not here because I’m 
ironing my jeans. It’s here because I’m ironing my product. I sit here and I watch TV and 
iron and sew labels on. There is almost no time when I’m not doing something for the 
business. 
 
Participants shared that lack of time often leads to making sacrifices that have an impact 
on self, then family. When asked about sacrifices, Nylon said, “Sleep. Sleep. And I have to be 
honest with you, I think that the kids did lose a lot of time with me. I mean, I was always 
working, even though I was watching them.”  
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Damask said not knowing which events may be helpful but continuing to show up had a 
negative impact. She shared, “In the beginning, I found myself signing up any networking group 
that existed. It was pulling me away from time with my husband, and it didn’t feel healthy. I just 
felt like I was doing too much.” 
Many participants believed that the two roles compete when it comes to time. They all 
started as designers, so the making part is important, but they felt they often do not have enough 
time for it because of business-related tasks. Velvet constantly felt this way as she described her 
frustration: 
     My biggest frustration with my business is the time. I don’t have enough time to do 
what I really like, the designing and making with the things I know are my strengths. I’m 
bogged down with paperwork. I’m bogged down with bookkeeping. Advertising. 
 
Adapting to Changes 
An overwhelming majority of participants (90%) shared that having to adapt to changes 
is a challenge they face in becoming an entrepreneur. The need to make the changes can be in the 
design of a product, the business operation, and the changes in technology. 
Having to change designs. A majority of participants (80%) described that having to 
change designs was a challenge they had to accept to sustain their business. This does not imply 
that the participants preferred simply to reproduce the same design. In fact, many stated that they 
enjoy creating one-of-a-kind pieces or a small batch of similar items. Compared to simply 
making, turning their designs to products to sell sets restrictions in their design process. Linen 
described it as “designing it without the intent to sell, it’s so much more wonderful because you 
don’t have to think about what’s going to sell. It gives you a lot more freedom to mess around 
and do some things.” 
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As participants calculated the price of the garment by adding the material cost, the time 
spent, and other costs related to selling the garment, they learned that the price still has to fall 
within what their customer is willing to pay for. Boucle started her business with making and 
selling socks, but had to change the products: 
     In the beginning, I was making a whole bunch of socks, but it was taking me forever. 
I’ve had to kind of switch up what I’ve been making and how I’ve been making it and 
everything, in order to kind of just be able to have an inventory on hand, but nothing 
that’s taking me too much time. I’m going to put it out there, but I think it’s worth a lot 
more than it is, but people aren’t going to buy it for that much more.  
 
Cotton also shared her struggle with time-consuming designs as she shared: “I’m 
definitely conscious of what takes the least amount of time, what’s the least complicated to 
make. And so there’s a lot more items that I would love to make that I think they just take too 
much time.”  
This becomes a bigger challenge when participants agree to a wholesale order. 
Businesses that resell handmade garments understand there may be some variations with 
handmade garments compared to mass-produced garments. At the same time, the garments still 
have to be very close to the first piece they saw for the order. Angora shared, “Switching to 
wholesale, I had to come up with simpler patterns that I can semi-reproduce.”  
There is also pressure to update designs to continue selling to the same customers. Nylon, 
who has long relationships with some of her business partners, explained how she works: 
     I still have a few of the stores that I started with. So I’ve been in the same store for 
twenty-five years. What’s allowed me to do that is that every couple of years, I do a new 
design because I have a lot of repeat customers. So you really have to be fresh and 
different and new. And I try to keep up with the trends. 
 
Changes in business. An overwhelming majority of participants (90%) stated that 
changes in the business process were challenges they faced as they made and sold their work. 
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Some participants listed different forms of business relationships and others listed places where 
the sale took place as the changes to which they had to adapt. 
The participants create their own handmade products, but there is still supplier 
dependence in a sense that they purchase the materials and tools from other businesses. If the 
material cost is increased, then the price for the customer would also have to increase. Gabardine 
shared that it is becoming more and more difficult to purchase the yarn she needs at the price 
range she used to pay:  
     There were textile mills around, so there were mill ends, which is still the cheapest 
way to get your yarn, is mill ends. There are fewer and fewer mill ends available 
because…the mill ends must be staying in China, or wherever. You can’t get mill ends 
anymore. Now yarn is really expensive. 
 
Other participants expressed being unhappy with supply changes because the result was 
different. Changes in supply often lead to participants having to make adjustments. For example, 
Knit explained what happened when her supplier simply stopped carrying what she always used: 
     The place where I ordered was with liquid dyes and now I have to look if I can find 
them somewhere else because I like them. They didn’t provide liquid anymore. Now I 
use, it’s powder and it’s just different colors. They have a lot of colors, but it just works 
differently what I used to do. 
 
Similarly, Olefin was unsatisfied with what the suppliers offered. Not wanting to depend on the 
suppliers, Olefin had to spend additional time experimenting with different techniques until she 
found what she needed:  
     I got tired of the fact that you were dependent on the fabric manufacturers to get the 
colors that you wanted. So I was like, I’m going to learn how to make my own colors. I 
have a dye studio in the basement. I love it. It’s fun, but it’s too slow. So I started just 
painting with acrylics. You can just mix the colors and there they are. 
 
Some participants considered themselves to be environmentally friendly designers based 
on how they make the products. An example may be creating zero waste patterns to use all of the 
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fabric or using natural products. Participants found that not many suppliers share the same value. 
Rayon explained her journey of becoming less and less dependent on the suppliers:  
     I was using purchased yarn and chemical dyes, acid dyes. I want to keep playing with 
it, how can I make it more local and sustainable. And so, I slowly moved first to the 
natural dyes and I was like okay, they’re good dyes, can I grow and find them around 
me? And then I went down that path. I want to be a knitwear designer maker. How can I 
gather all of that, and create it all within a hyper local area? 
 
Many participants said that both shows and stores have changed, so they have changed 
too as designer-entrepreneurs. Pima said, “I changed where I sell my work and how I sell my 
work. That has changed.” She initially started with more stores following the consignment 
format, which means that she is paid as her garments are sold. There is no upfront cost, so it 
appeared to be a good way to sell. Now, she sells more and more directly to the customers at 
shows or online because of the negative experiences from consignment stores: 
     I dropped some people who just weren’t treating me well. They wouldn’t pay you  
for months. You had to call, they wouldn’t return your call. I once went to a store in 
Concord. I literally had to drive there and take the pieces out of the store. 
 
Some participants shared that there are too many craft fairs where anyone can sell as long 
as they pay the booth fee. It becomes difficult to sell high-quality, more expensive garments in 
craft fairs like these. To be able to sell at the right place to the right customers for her, Silk had to 
change where she sells her work; she said, “I’ve started switching my focus on the craft fairs. I 
decided not to do them this year and apply for fiber shows and art exhibit type of things.” Fiber 
shows are often juried, so the sellers are selected with others with similar craftsmanship and 
price point. 
Technology, including online selling. A majority of participants (70%) shared that 
changing technology is another challenge they face to sustain their businesses. The two major 
areas are social media and online selling. 
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While there were older participants with experiences in making and selling, they were not 
comfortable using social media, which many businesses use to promote their products. 
Sometimes, participants rely on family members for social media support. Damask described her 
struggle with social media:  
     I knew nothing about social media except my daughter had put me on Facebook. 
That’s all I know. I didn’t know how or why it didn’t make sense to me. Still really 
doesn’t make a lot of sense to me, but I try. I, at least, get some posts out on Facebook. 
And I should be on Instagram, and I have the account, and nothing’s ever posted. 
 
The struggle with social media is not limited to older participants. Cotton, a participant in 
her 20s, also had challenges with using social media. She acknowledged their importance, but 
she had very little experience for personal use, so she was unfamiliar with it to use for business 
purposes:  
     Social media is a big thing and I think I struggle with that even now and it’s making. 
Me personally I’m not big on Instagram, I’m not big on Facebook, I don’t have a big 
social media presence. And then realizing that when you’re trying to sell a product, you 
need that extra step of marketing. 
 
Participants with decades of selling experience had to adapt to the changes as marketing 
tools changed. Linen shared how her marketing strategy to reach out to her customers has 
evolved over the years:  
     I used to send out snail mail letters, postcards and then things changed because 
everything’s online. So then I’ve got an email list and you got to do Instagram. You do 
things differently because the world is different. 
 
Some participants use social media or have websites simply to announce their next  
in-person events. Other participants have created websites or set up a store through online 
marketplaces for direct selling. When selling in online marketplaces such as Etsy, there may be 
many similar products. Tencel explained how she had to change the descriptions repeatedly, until 
she found ones that lead customers to her garments:  
106 
 
     It’s all search engine algorithms. So you can have the same exact product, if I have the 
right tags in the name of the item, and another person is just like “bat underwear” and I 
have “bat spooky Halloween creepy goth underwear,” mine will do better because that’s 
how the website is designed. That was the tipping point. There’s some level to my market 
that is a little exhausting. It’s a constant state of learning. 
 
Many participants have a website for their products, but with so many roles they have to 
balance, they struggle with finding the time to add every garment they make on the website. The 
process of taking photographs, adding descriptions, and uploading them is too time-consuming, 
especially for participants making one-of-a-kind garments or limited numbers with variations. 
Velvet said:  
     I keep saying I’m going to build a website for my store, but so many people come into 
my store say, Oh, are you online? I’m like, for the (main product) only. I just don’t have 
time to put everything. 
 
Wool, with fewer garment variations than Velvet, started early with creating an online 
store that goes beyond just a website with contact information and future events. Looking back, 
she was able to see that it was the right decision, but she made the investment not knowing how 
it would turn out:   
     What I did that I’m proud of, is for seven years, I’ve been developing an online store. 
I started pretty ahead of other people. For seven years, the money that I made to put on 
the investment was going to online instead of putting on to the brick and mortar. 
 
Feeling Isolated 
An overwhelming majority of participants (95%) shared that another challenge they faced 
while being a designer-entrepreneur is that they experienced feeling isolated on their journey. 
The emotional ups continue to move participants forward, but there are also emotional downs 
that make the process challenging for them. They described feeling isolated as being uncertain, 
questioning self-value, and having to hide emotions. 
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Uncertainty. An overwhelming majority of participants (95%) stated that there was a 
sense of uncertainty in their businesses. When Cotton first decided to sell her handmade 
garments, her expectation and the reality were very different. She was hopeful that people would 
notice her garments and buy them. After her initial personal experience and speaking with other 
designer-entrepreneurs, Cotton learned, “I think a lot of people when they want to start selling 
their things, they think automatically if they put it on the world, people are going to come to it 
and that’s not really true.” She added that it took some time before customers noticed her 
garments and the business began to grow. 
Uneasiness from uncertainty can take place even if products sell well. To replenish stock, 
handmade products have to be individually made again by the participants. Velvet had this 
problem in one of her earlier experiences at a 2-day show. She was thrilled to sell out on the first 
day, but realized she still had one more day and no products to sell: 
     I started doing shows and I would do a weekend show and I would sell out on 
Saturday. I’d have to go home Saturday night and sew, sew, sew to have products for 
Sunday. Started doing bigger shows then realized I was outgrowing my space in my 
house because it was like I had nowhere to work. 
 
Not only had Velvet paid for both days, but it appeared unprofessional if the booth was not fully 
merchandized at a show. This was important for immediate customer sales and important for 
individuals managing the show as they will decide if she will be able to sell at the same show 
again. An all-day show is exhausting enough, yet she spent the night making products for the 
next day instead of resting. She also realized as she was doing well that she would have to 
consider finding a new workspace. For participants who started small at home, this can be a 
scary experience. 
At times, there is uncertainty in decision making. Many participants rely on mentors 
throughout their journey, especially in the beginning. Some participants have shared that 
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although mentors are meant to be helpful, hearing different advice can make it more difficult 
when making decisions. Interlock completed a community-based entrepreneurship program 
where she was matched with three mentors. In addition, she had other mentors with different 
expertise. At one point, she found the process to be overwhelming:  
     As a new entrepreneur, you’re seeking input from a lot of people who have been there, 
done that, or who have business experiences that you don’t have. It can get confusing 
because you have so many people giving you different points of view. You can really feel 
almost like you have multiple schizophrenia. 
 
Some participants shared frustration from lack of business knowledge that others 
expected them to know. When participants go through an entrepreneurship program or work with 
organizations providing grants, there are various requirements. These requirements are intended 
to help participants move from simply making and selling to establishing an actual business. 
Although they admit that it is a learning process, some are resentful of how they are treated. For 
example, Qiviut shared her frustration of various individuals simply expecting participants to 
already have business-related knowledge when many of them are starting as designers without 
any business background: 
     I knew I had to write a business plan, I had to do Excel sheets, I had to write budgets. 
There were some things that were like acronyms and I’m like, “What does that mean? 
Am I supposed to just know that?” That was part of the arrogance of the bureaucracy that 
also bothered me. You know, people would be like, “Well, you got to blah, blah, blah,” 
and I’m like, “What?” 
 
Self-value. The majority of participants (90%) shared that there are different degrees of 
stress related to self-value while performing both roles as a designer and an entrepreneur. One of 
biggest challenges participants face is in pricing their garments. They have to factor in the time 
and effort they put in, yet have to consider how much potential customers are willing to pay. As 
Gabardine saw people looking at her merchandise and walking away after checking the price 
tag, she said, “People are not willing to pay the extra for it to be made by someone local.” When 
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some customers make comments directly to the participants, it becomes more difficult. They 
often take them personally because the products are handmade by the participants. Some places 
have open studios, which are meant for the public to visit and get to know the artists or designers 
as they see them work. The goal of this type of event is to increase sales while making a personal 
connection. During one open studio event, people criticized Hemp for her prices: 
     I’ve had people come in here and tell me that I should be, quote, ‘ashamed of myself’ 
for charging as much as I do for my pieces. So moments like that, you kind do start to 
doubt a little bit. 
 
There are times when designer-entrepreneurs must completely change their products 
because of different limitations. This can lead to a shift in who they are as an artist and the value 
of their work. Prior to selling garments, Nylon made and sold glass plates. She spent a significant 
amount of time learning techniques and building the business, but she had to stop. She shared, “I 
stopped doing them because my hands couldn’t do it anymore.” So she switched her craft which 
allowed her to continue the creative work and have less of a burden on her hands. There are also 
participants who have hired assistants, partly because their business grew, but also because it was 
too much to do completely on their own. 
Need to hide emotions. Some participants have assistants, but the majority of 
participants work alone. A majority of participants (65%) shared that this independent role 
makes it a lonely journey, especially when they often feel they have to hide their emotions. 
Olefin described her dual roles as follows: “It is isolating being a maker, an independent maker.” 
Participants expressed that the emotions they feel are not generally expressed and they need to 
hide them. It often begins with being emotionally connected to the product because they made it. 
Damask said, “I’ve started to let go of some of the emotions that go with a product that you’re 
excited about and you’ve hand made. That, for me, was one of the hardest parts.” 
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Nylon recalled when she had a communication issue with a company that placed a large 
order but not having anyone with whom to share her experience. She saw herself more as an 
artist and not having “the greatest business skills”; she became frustrated with the company’s 
expectations:   
     There was one situation, I had this big job. This company wanted me to make a 
hundred of them, because they were going to give them as a gift to all the employees. 
What happened was, I kept sending them a sample, and they’d come back and say, “We 
want this, this way, this, that way.” I kind of lost it. I was telling her, “I can’t keep 
continuing to do this. You guys, this is all handmade. If you want it just completely 
identical, then go somewhere else and have it just stamped out.” 
 
After some time, she realized it was a misunderstanding on both ends. The company was 
accustomed to working with other companies, not an individual designer. They were used to 
having various individuals offering different suggestions and making a final decision after 
viewing all the different samples together. Nylon, as a designer handmaking each sample, was 
wondering why she was making products repeatedly for very minor differences, which are 
inevitable with handmade products. Although it was resolved well, she recalled not having 
anyone she can share her frustration with—except her husband—because she works alone. Her 
husband called her actions unprofessional. 
There is also a sense of feeling small when participants have to face all customers 
individually. For Hemp, it is still a struggle working with how she was trained to interact with 
customers, compared to how she needs to be for her particular business: 
     I wish that “the customer was always right” mentality wasn’t necessarily as strongly 
nailed into my head, because realistically when you’re a small business owner, you’re 
dealing with all different types of people, the customer is not always right. You should 
never sacrifice your own well-being or your business’ well-being to try to appease a very 
difficult customer. It’s just not worth it. I also wish that I had learned a little bit more how 
to stand up for myself when dealing with those types of people, because it is so ingrained 
in you when you work retail that like no matter how terrible this person is treating you, 
you cannot say anything or do anything to upset them. You have to just sit there and take 
the verbal abuse. 
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For other participants, feeling small was more prevalent before the business started. 
Wool, who started her career as a children’s literature illustrator and now sells hand-illustrated  
t-shirts, explained her transition: 
     When I started my business, I had published five books with a major publishing 
company. I was working with magazines and all that. The problem was I was putting 
myself up too high. I don’t know if that makes sense. I needed a lot of guts to go down to 
a flea market and sell my t-shirts, as if I’ve never done this. My background was not that. 
I was able to paint, and sold paintings at one thousand dollars each, but I had to get rid of 
all those thoughts and just go there at a flea market and sell it. That was the hardest 
decision. 
 
Pima shared a similar experience when she transitioned from a large retailer 
merchandiser to a small business owner; as she said, “I used to write an order for one-point-five 
million dollars, shipped three hundred fifty thousand units. Now it’d be like, woohoo, I sold 
twenty-two pieces today. So that took a really long time for me to get used to.” 
While in the process of starting the business or as the business begins to grow, some 
participants are treated badly by those they considered to be business partners. Qiviut learned to 
roll with the punches, to take things with a grain of salt, not to be so emotional and to 
protect all my intellectual property better. There’s a lot of stress and what you have to do 
is hide it all the time. You have to hide that you’re not doing well. 
 
It is easy for participants to view the financial success or failure of the business as their 
personal success or failure, more so because they make the products. Eyelet, who is relatively 
newer to the entrepreneurial experience compared to some other participants, shared how she 
learned to “detach yourself from the outcome or the growth or decline of your business or 
whatever you’re working on, because you’re not that.” 
Finding #3 
 
All participants (100%) indicated that they learned what they needed to learn through 
experiences and reflection on those experiences. 
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Designer-entrepreneurs were asked how they learned what they needed to learn in order 
to become entrepreneurs while maintaining their role as designers. All participants (100%) 
indicated that they learned what they needed to learn through experiences and reflection on those 
experiences. They listed the sources as both fashion and non-fashion trends, other external 
influences, and internalized personal experiences. Table 4 below provides an outline of Finding 
#3 data. See Appendix G: Distribution Tables, Finding #3 for a complete list. 
Table 4 
 
Outline of Finding #3 
 
 
All participants (100%) indicated that they learned what they needed to learn through 
experiences and reflection on those experiences. 
 
Participants listed the sources in the following ways: 
 
Trends (18 of 20, 90%) 
 Fashion  
 Other sellers and marketplaces  
 Consumer demand  
 
External Influences (20 of 20, 100%) 
 Organizations  
 Personal connections  
 Online research  
 
Internalized Personal Experiences (20 of 20, 100%) 
 The disconnect between formal education and entrepreneurial reality  




An overwhelming majority of participants (90%) responded that understanding different 
trends is a key factor in learning what they needed to learn in order to become entrepreneurs. 
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This was not limited to fashion trends when making their garments. The trends also referred to 
understanding consumer behavior and being aware of different selling options. 
There are fashion forecasting companies that predict future fashion trends and create 
reports for purchase. Large fashion companies often obtain these reports and modify designs in a 
way that is more suitable for their customers. With designer-entrepreneurs, fashion trend reports 
are not cost-effective. The reports are very expensive and many large fashion companies use the 
same ones, which means many designs will be very similar. Large companies work with 
overseas manufacturers for months, sometimes even a few years in advance, so knowing fashion 
trends in advance is crucial. Another factor that makes it ineffective for designer-entrepreneurs is 
that the trends in reports are for the mass population and may or may not apply to customers 
purchasing handmade garments. 
Fashion. A majority of participants (65%) shared that they consider current fashion 
trends in making their products. As designer-entrepreneurs are the ones making the garments, 
they have more time to finalize design decisions compared to larger fashion companies. 
Participants like Nylon who transitioned from making home décor products to making silk tops 
now pay more attention to what people actually wear to understand current trends. She recalled, 
“Like when I first started, people were wearing shorter scarves. Now everyone’s wearing 
everything really long. I mean, so you just kind of have to go with what’s happening.” 
Other participants try to fill the gap after reviewing current trends. Hemp, who makes 
custom-made dresses, learned how to differentiate her business after surveying what is and is not 
available in the mass market: 
     I’m filling a little bit of a niche in the market, and because of the experience that I can 
provide…. You can find clothing that’s very feminine, and you can find clothing that’s 
very edgy, but it was difficult in the mainstream market to find clothing that was both at 
the same time. 
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There is also the concept of seeing trends in non-fashion areas and translating it to a 
specific design. With changes in the marijuana law, Boucle noticed that the leaf image was used 
in many ways for business promotions and even in apparel designs. After seeing that the image 
was used in woven garments but not much in hand-knit garments, she thought this would make a 
good product idea. She said, “Sometimes I offer unique things that aren’t always available. For 
example, my marijuana knitting pattern. It’s still selling very well.” Not only did this pattern 
become a steady seller, but she learned how to market it as two products. She has the option to 
sell the finished garment or sell just the pattern to customers who want to knit the garment 
themselves. 
Other sellers and marketplaces. An overwhelming majority of participants (90%) 
stated that they learn from observing other sellers and by participating in marketplaces. When 
learning to become entrepreneurs, many DIY fashion designers visit craft fairs. It allows them to 
observe the selling process from merchandising products to building relationships with 
customers. In addition, in-person experiences provide opportunities for designer-entrepreneurs to 
interact with other makers and learn from them. Olefin recalled seeing good examples to follow 
at marketplaces. She shared, “I started meeting people and also observing people at craft fairs. 
There were the people who were full-on committed to that whole making stuff, marketing it, 
presenting it publicly. They had their act together.”  
Sometimes, designer-entrepreneurs learn about their limitations after learning from other 
designer-entrepreneurs. At first, Linen started her business by selling woven garments. Then, she 
grew a passion for dyeing and decided to add hand-dyed yarn to her merchandise. As she sold 
her hand-dyed yarn, more and more customers started asking if there were knitting patterns for 
her yarn. After observing other yarn sellers, she learned that they often sell knitting patterns too 
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so the customer would not have to search for project instructions somewhere else. Linen decided 
to learn how to knit in order to sell knitting patterns for her yarn. When she started learning how 
to knit, she found it difficult to work with existing patterns: 
     So then I decided that I cannot follow a pattern. It’s just not my area of interest. And 
it’s also sort of beyond my…I just don’t have the patience to figure that stuff out. And so 
I started to design patterns to accommodate the yarn that I was dyeing. 
 
Similar to Boucle who could sell her marijuana knitting pattern as two different products, 
Linen is able to sell her work in three different ways. Customers can purchase the hand-dyed 
yarn, the knitting pattern for the yarn, or the finished product made by Linen. She also learned 
while selling that she was not alone in finding that many existing patterns were confusing for 
inexperienced knitters. As she is relatively new to knitting and keeps her instructions simple, her 
novice knitter customers have shared that her patterns are easier to understand. For more 
complex knitting patterns, she collaborates with other designer-entrepreneurs who are more 
experienced with knitting. 
Learning how to sell is not limited to just in-person craft fair experiences. With the 
growth of online shopping, designer-entrepreneurs often learn from online marketplaces too. 
Participants like Silk rely on both to learn the options to sell her garments: 
     A lot on the internet actually and reading things, just experience with going to the 
craft fair and seeing people, trying to figure out how to do a booth and that kind of stuff.  
I did a lot of research on the internet and talking to other people who are craftspeople. 
 
When Wool started selling online as well as in-person, she learned different tools for her 
business. They turned out to be useful and more cost-effective than other options she had 
considered, as she shared: “There are a lot of resources…. Instead of buying expensive software, 
I was researching apps that I don’t need to pay, or very little to pay, to do the same operation.” 
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At times, designer-entrepreneurs have to make changes in selling as they learn how their 
garments are sold in particular marketplaces. In the past, Angora sold more garments by selling 
directly to customers in shows. As she learned from her own records that they are selling more in 
stores now, Angora is putting more effort towards that instead: 
     Especially this last year and a half, I saw that my show numbers were going down, but 
my stores that were buying my work were still ordering, and ordering more. I thought, 
well, okay, if these five stores are buying and want to buy more, there must be at least 
five more stores out there who want my stuff. That’s when I made the switch and started 
to do wholesale shows. 
 
Consumer demand. A majority of participants (85%) learn by observing and listening to 
the customers. As DIY fashion designers, the participants initially made products they wanted to 
make. As the designer-entrepreneurs gained more experience in selling, they learned to make 
design changes based on how consumers responded to the products. Gabardine explained how 
she changed her design and products: 
     I started out doing décor. I did place mats and napkins and runners and basket liners. I 
discovered while I enjoyed that very, very much.… It was really fun, but there’s a limit  
to how many place mats and napkins people buy. They buy that as a planned purchase. 
They buy clothing and scarves as a passion purchase. So, they spend more money on it. 
 
Similar to Gabardine, Knit also changed her products from home décor to fashion. She 
started with large wall pieces because she “wanted to do first just artwork for the wall.” She 
noticed that customers did not buy large expensive items often, so she told herself, “Okay, now I 
need something which I can sell easier.” She came to this conclusion when she realized more 
people were buying her scarves, wraps, and other simple shaped garments, which were very 
similar to her wall pieces but only smaller and less expensive. 
From selling and observing both customers and consumers, Boucle learned to think about 
them more when making. She tries to add design elements they like and offers enough selection 
for them to look through and pick from: 
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     I’m not making things just for me. I’m making things that might be on trend. I’m 
making things more in bulk, I guess. Just so that I can have an inventory and a variety of 




All participants (100%) responded that there were external influences as they learned 
through experiences and reflected on those experiences. These influences were through 
organizations, including both design-related and business-related ones, through personal 
connections, and through online research. 
Organizations. A majority of participants (65%) stated that they currently belong to an 
organization, or belonged to one, that had an influence on what they make and sell. These can be 
government programs, craft guilds, or entrepreneurship programs. Some participants joined 
certain organizations knowing what they needed to learn, while others joined because they did 
not know what it was they needed to know. 
The government offers different programs from which some of the participants learned. 
For example, Angora said timing played a role as a program was offered when she needed it:  
     I lucked out when Obama was president, he started an initiative with the small 
business branch of the government, Small Business Associate for entrepreneurship, and 
they started to create the teaching and microloans. Mentorships and microloans. I was 
able to get into one of the mentorship, and I got a microloan, so I was able to buy some of 
my equipment with the microloans, and it was a matching plan. If I raise this much, they 
give me this much. 
 
Unlike Angora, Qiviut was already more familiar with different government programs 
from her previous work experiences in various nonprofit organizations. For the last program she 
was in, someone who eventually led the program reached out to her even before the program was 
created: 
     There was a woman named (name), who was in small business and development 
entrepreneurship. She sent me an email and said can we meet and talk. I was surprised at 
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how ambitious and amazing she was. She told the governor to put aside a few million 
dollars for co-working spaces in gateway cities inspired by what I was doing. 
 
Again, by being involved in different local government organizations, Qiviut was able to secure a 
location with the funding she received from the program. She shared, “I was also familiar with 
the landlord of that building and that’s the same guy I approached when I got the transformative 
development initiative grant.” 
Participants often join other programs that are different from the local government ones, 
such as craft guilds, which are related to the making process and the selling process. Although 
Knit has decades of designing experiences, she still finds opportunities to continue to learn. She 
shared, “I do still take some classes or workshop. I’m still learning to…I belong to the (a craft 
guild in NH) and they have some nice workshops. I try to educate myself.”  
Another reason why participants join craft guilds is because they are able to sell their 
products with other designer-entrepreneurs at different events. These events generally have better 
quality products compared to other craft fairs. The guilds have jury members that review an 
applicant’s work first so it can be difficult to be accepted, especially if there are many applicants. 
Because designers and artists often apply to the same guilds, Gabardine learned that not only 
will she compete with same designers, but she also at times has to work with the same jury 
members. She shared her difficult experience with one particular juror and having to face her 
again at another guild: 
     Especially in the (a craft guild in NH), there’s a weaver in that organization who was 
on my jury when I juried in, which was a very painful process. She was also in (a craft 
guild in VT) when I was juried in. So I know this is her, and it’s her issue. It’s not me, 
and it’s not my issue. I don’t really think it’s an issue between us, but she’s very 
antagonistic and competitive and not very nice.  
 
Some participants choose to participate in entrepreneurship programs in their local 
community to focus more on turning their existing design skills into a business. When Jersey 
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decided she wanted her custom shirt designs to become a more formal business, she decided to 
take one entrepreneurship class in Boston. Although it was some time ago, it provided her with 
the general knowledge she needed, as she recalled: “It’s got to be maybe even ten years ago that 
I went. It gave you the overview so that you could think about what you were getting yourself 
into. Getting some thoughts and questions and feelings about where I was going and what I 
needed to do next.” 
Another benefit from an entrepreneurship program in the community is that designers are 
able to meet mentors and continue to receive feedback even after the program ends. Interlock 
said, “Once I got going, it was the (program name) in Lowell that gave me a formal type of skills 
through their program and connections. To my mentors.” Through them, she was able to meet 
more people. 
Personal connections. A majority of participants (80%) stated that they learned what 
they needed to learn through personal connections. At the beginning stage of making and selling, 
the professional network may not have been established because it is still new for the 
participants. Some participants realized they had family members or friends with knowledge and 
experiences which are valuable. 
Hemp decided to start her business after she graduated from college. She briefly worked 
for a tailor. Compared to other participants with longer full-time work experience, Hemp did not 
have too many people to go to for business advice. After considering her options, she decided to 
approach her grandfather with her business idea because of his own experience. 
     My grandfather used to run his own business, so when I was starting in the very early 
stages of doing this, I went to him with sort of my spreadsheet of everything I thought I 
would need to make it work. He sat down with me and really went over it; he pointed out 




Although Pima had decades of experience selling, her experience was from a corporate 
setting with large orders. In her previous work, when she had meetings with buyers, she had 
some existing information with which she could work, such as the company they were 
representing and what their customers were like. When Pima decided to sell her own handmade 
designs, she had to learn how to merchandise and sell to individual customers. A friend helped 
her with this process. 
     One of my best friends is a merchandiser at a store. She’s a great merchant on the 
floor. She sets up the floor how you set it up. We did a trunk show there three weeks ago, 
and there was a grid wall and she had these things, the loops that I sell. I said, “That’s 
nice,” and she’d lent me those things. Now I took them to this last show I did. I sold 
double the amount of loops that I did a year ago now. I have no idea how much it was, 
those little things, so I learned from her. 
 
Unlike the two participants above, Tencel started selling her products online from the 
beginning. She turned to a friend who had experience selling online. “At some point, a friend 
gave me a rundown of, look this is how you do it. This is some stuff about search engine 
algorithms.” As she recalled what she learned, she shared: 
     A big part of it is well, you have to have the right photography, you have to have the 
right lighting, you have to have the right words in your listing in order for Google to pick 
it up if somebody were to search. I’d want my stuff somewhere in their listings on the 
first couple of pages, preferably. I’d have to know the exact wording to try and get the 
best score in a search engine because most people online shopping will scroll through 
until they find something that’s close enough on the first or second page and call it good. 
  
Online research. All participants (100%) stated that they have relied on online research 
to learn what they needed to learn in order to become entrepreneurs. For example, Linen, with 
more years of experience as an entrepreneur than most of the other participants, described how 
the research process evolved for her. While some participants started with a program or a class, 
she said, “I had to be self-directed because I couldn’t afford to take a class or anything like that.” 
Instead, she relied on “a lot of reading books, whatever back before they had blogs.” Now, she 
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finds herself going to experts online. “Anything I know about selling comes from reading 
marketing blogs or listening to podcasts.” 
Boucle also shared that she relied on the internet instead of programs or classes: 
     It was a lot of online research and just trial and error and just reaching out to other 
crafters online and then kind of researching other people’s Etsy sites to see what they 
were doing and tried to gear myself towards that if they were being successful, and just 
say, “Okay, well this is working for them. Maybe I should do it this way.” That’s 
invaluable information. 
 
Velvet’s approach was somewhat different because she had work experience from a 
wholesale apparel company. Instead of doing extensive research in the beginning, she did 
research as questions came up for her.  
     I was buying from him and sewing them. So I already knew all about that. And I had 
connections, wholesale connections having worked with him. So I had other companies I 
knew to buy from. And then everything’s on the Internet. Google it. How do I start a 
website? How do I, you know. Square tells you everything. Squarespace. 
 
Internalized Personal Experiences 
All participants (100%) shared that learning through experience include their internalized 
personal experiences. They realized there was a disconnect between formal education and 
entrepreneurial reality while learning from experimentation and experiences. 
The disconnect between formal education and entrepreneurial reality. A majority of 
participants (60%) stated that what they learned in higher education did not prepare them to start 
and operate a business.  
It is important to note that participants like Linen, who graduated from a liberal arts 
program, said, “It’s a hundred percent liberal arts. So there was no…there’s no business school. 
There’s no, none of that practical stuff.” Some participants did not have the expectation that what 
they learned in school would directly translate to skills needed in their businesses.  
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The participants who sensed the disconnection more were those who majored in fashion 
design/art or in business and expected that what they learned from school would translate well 
into their needs as design-entrepreneurs. 
Some participants stated that art schools in general focus on students creating good 
artwork, but there is very little focus on what to do with that artwork. Nylon remembered her art 
school education as “They teach you about art, but they don’t teach you how to sell your art.”  
When Angora studied art and specialized in painting, she recalled that the outcome of an 
artist was taught in a linear way: “The thing about art school is that they push one mode. You go 
to art school, you’re going to make artwork. You’re going to go into a gallery, then into 
collection, and into museums, and into history. This is the mode they push.” When she switched 
her medium from painting on canvas to painting on garments, she realized that this mode she 
learned would not work anymore. She learned on her own that she cannot sell her garments in 
galleries, but in shows instead: 
    When I started this business, I didn’t know that the show world existed, and it was a 
huge eye-opener. Schools do not teach the business of art. They decided that art was 
somehow, another something different than any other occupation. 
  
Participants expressed that art schools with more functional art programs tend to prepare 
students better to make a living while practicing what they learned in school, but are often 
limited to working for an organization, not being an independent maker. When Hemp graduated 
with a fashion design degree, she decided to start her own company right out of school instead of 
working for a company, although she did briefly work with a tailor in the interim. She recalled 
that her college education provided the skills she needed to make the apparel, but not for starting 
and operating a business: 
    I wish that they had offered more business-specific courses. I would have loved some 
marketing and like basic business owning courses, even as electives, would have been 
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very helpful. It is a great school and has a wonderful curriculum. I learned a lot from 
them, but they are really preparing you to go and work for someone else. They don’t 
really think about the fact that some of us might want to go off on our own and kind of do 
our own thing. 
  
Qiviut, who graduated from the same college and program as Hemp, shared a similar 
thought. Unlike Hemp, Qiviut did work as a designer for other companies first. 
     Definitely like where you’re going to be working later on. What are the options for 
fashion designers? What are the stages? What do people go through? Guest speakers that 
have gone through and they didn’t have any of that. Where do you diversify your kind of 
design? How do you, what would you do if you want to be, like a leather accessory 
maker, or where would you go to learn to make shoes, or who were the people? And that 
was just not there. It was a great art experiences, but it did not prepare you for the outside 
world. 
 
Olefin also pointed out that schools prepare graduates to work for someone else. She said, 
“The schools were looking for people that would feed into the design industry in New York.” It 
is important to note that the school from which she graduated was not in New York or in close 
proximity. Another disconnect Olefin shared was how long it takes for industry technology to 
become part of a curriculum. After graduating with a liberal arts degree, she worked for a tech 
company. Then, she returned to school for a textile design degree and learned how behind the 
school was compared to the industry. 
     I had come out of the computer world, and when they taught us how to draw and 
repeat, and I said, “This could be done so easily on a computer.” They said, and I quote, 
“The design industry runs so close to the edge financially and computers are so 
expensive, it will never come to the design world.” The year after I graduated, Apple 
came to them and said, “If you will teach our software, we will equip you.” You can see 
it in the fashion. You can see it in fabric design. 
 
Participants who majored in Fashion Merchandising or Business also experienced the 
disconnect between the education they received, compared to what they faced while starting and 
operating a business. Velvet recalled the major being relatively new at the time and recognized 
some aspects that the program lacked: 
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     It was more historical information. Honestly, what I take away from my fashion 
merchandising courses back then, then fashion merchandising was a new thing. And I 
was in the school of Food and Natural Resources. So it wasn’t like a mainstream thing. I 
wish it was more of a serious major at the time I was there. It was kind of like, oh, the 
blow-off one. 
 
Tencel majored in fashion design and the university she attended also had a fashion 
merchandising major. She remembered how segregated the two majors were in school. In school, 
she did not see how merchandising knowledge would help her as an entrepreneur. 
     I wish that they had a fashion entrepreneurship class. Or like there was more 
integration with the fashion merchandising and the fashion design students because the 
merchandising students at my school and the design students were kind of fighting…. 
Not in fighting, but it was competitive with each other. 
  
When Tencel started working in the industry, she learned how the two roles consistently 
supported each other. Designers had the skills to create the garment and merchandisers had the 
skills to market the garment. 
     They didn’t require the design majors to have any merchandising classes, which 
means that some people go in and they have enough of some skills, but not necessarily 
other needed skills. Okay, this is how you style a window, this is how you get the photo 
set up right for marketing and whatnot. 
 
Cotton, who majored in Business, which is broader, also stated that there was disconnect 
between learning in school and working: 
    I have a business degree. Now my master’s in accounting. There’s a lot of different 
marketing classes I took online or in school and there’s a lot of different business 
operations classes I took, but none of them were geared towards, Hey, if you want to do 
this yourself, here’s what you do. A lot of things are based on if you were already 
working for this publicly traded company that had millions and millions of dollars in 
revenue, here’s what the strategies that you should have. And so there’s not really a big 
push for an entrepreneurial spirit in business school, I feel like. 
 
Learning from experimentation and experiences. All participants (100%) stated they 
learned by doing and reflecting on their experiences. Participants like Wool, without a fashion 
design degree or a business degree, learned what they needed to learn as they tried things. She 
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described the process as “I try to make it as manageable by myself as possible. I don’t have a 
business degree or learned anything business-related. I’m like a “just do it,” person. Just do it, 
and if it doesn’t work, figure it out.” 
Some participants learned what they should and should not do, based on the outcome of 
their actions. Cotton started her hand-knit business selling winter garments and accessories. She 
realized, “I really sell things between now and Christmas. I’ve tried selling things in January and 
February and doing some markets, but people aren’t really interested anymore.” After thinking 
of what people would want to purchase for the next season, she said, “I started to learn how to 
crochet so I can make cute little festival tops.” She did not come to this decision based on season 
trends. After realizing her bulky knits did not sell well after December, she started experimenting 
with crocheting with thin yarns instead of knitting with bulky yarns. 
Boucle, who also sells hand-knit garments and accessories, learned that creating one-of-a-
kind garments does not mean she will only have to make it one time. After a customer purchased 
a product and left a positive review, the customer requested the same product to be made but in a 
different color. Thinking of that experience, Boucle said, “Writing all my patterns down, because 
I never write anything down. It’s terrible. That’s why I had to reconstruct what I sold so I can 
figure out how to make that again.” If she had kept a record of what she did the first time, all she 
had to do was follow the instructions. Without it, however, she had to measure and make 
changes as needed so it took longer than it should have. 
Participants like Jersey, who create custom-made garments, end up having conversations 
more often with customers than other participants who sell finished garments. While simply 




     I am truthful to a fault. Sometimes in small business, you cannot be as truthful as I am. 
An example, “Where do you get all of your fabric?” I don’t want to tell everybody my 
secrets. So my answer is, “All over the place. You would never believe how far I have to 
go to get some of this stuff.” Because I don’t want them to go to that store and get that 
stuff and make something or write to someone else to see if he’ll make stuff for them. 
That’s my source. Heinz ketchup is never going to tell you how they made Heinz 
ketchup. Coca Cola is never going to give you the Coca Cola secret. I mean, obviously, 
you can go to places and find similar fabric to what I have, but I’m not going to tell you 
where to go…. I took a couple of hits on that. 
 
Some participants started the business young, quit, and returned years later approaching 
the business differently the second time. Gabardine did not necessarily struggle as a young 
designer-entrepreneur, but she knew it could happen based on others she observed. She planned a 
break from being a designer-entrepreneur to work and save money. She returned later with better 
options to continue her business as a designer-entrepreneur. 
     I thought about that for the twenty years in between, exactly, was how I would do it 
differently, so that it would work better, because it was an imperfect process. I knew I 
needed to be saving money for retirement, because I saw what was happening to other 
designers who were older than I was. I was getting by, I was paying bills, but I couldn’t 
look forward to having a studio space. It doesn’t matter as much anymore. I succeeded in 
taking care of that one concern by going off and writing software, financial analysis 
software, for a big corporation for years. So I come back at it with a 401(K) and I can 
take some risks now that I couldn’t take before. I can get some training that I couldn’t get 
before. I can invest in some equipment that I couldn’t do before. So, I am going at it a 
different way. 
 
Pima took an almost 30-year break between being a designer-entrepreneur then and now. 
She had started selling her garments while in graduate school and continued selling her own 
work for some time due to changes in the industry: 
     Just one thing led to another, selling and selling. When I got out of graduate school, I 
really wanted to get a job in industry designing wovens, and I had a portfolio. All the 
mills were closing in New England, and I didn’t want to move to North Carolina and 
Georgia, so I said, “Let me open a studio and see how it goes.” When I just go to the 
point where I either would’ve had to hire two or three more designers, rent a space, I said, 
“Let me see what it would be like to work.” I was getting tired of it. Just burned out. 




After almost 30 years, Pima was laid off from her industry job. She spent some time thinking 
about her two options: either look for another job or return to being a designer-entrepreneur. Her 
initial experience helped her plan better. She said, “So the second time I did this, I did it smarter 
and better because of that experience. Much different.” 
Finding #4 
 
A majority of participants (80%) indicated that they found the learning strategies and the 
support they needed by joining support groups that work and by forming learning habits. 
DIY fashion designers were asked how they developed the learning strategies and found 
the support they needed to become entrepreneurs, while maintaining their role as fashion 
designers. A majority of participants (80%) indicated that they found the needed learning 
strategies and support by joining support groups that work and forming learning habits. Table 5 
below provides an outline of Finding #4 data. See Appendix G: Distribution Tables, Finding #4 
for a complete list. 
Table 5 
 
Outline of Finding #4 
 
A majority of participants (80%) indicated that they found the learning strategies and the 
support they needed by forming support groups that work for them and by forming habits to 
learn. 
 
Participants listed the sources in the following ways: 
 
Support Group (16 of 20, 80%) 
 Working with like-minded others 
 Shared makerspace 
 Finding mentors 
 
Forming Habits (16 of 20, 80%) 
 Learning by doing  
 Forming goals 




Support Group  
A majority of participants (80%) shared that they found the learning strategies and 
support they needed through various support groups, either forming with others or joining 
existing ones. Their go-to sources included working with like-minded others, sharing the actual 
makerspace, and finding mentors. 
Working with like-minded others. An overwhelming majority of participants (80%) 
shared that they worked with others alike. Participants like Gabardine are fortunate to have 
friends who are also makers, although not all of them are designer-entrepreneurs. Initially, she 
used to meet them to discuss the design process only, but now she seeks their feedback for 
selling the garments as well. 
     When I have a new product and I’m going to take it to a show soon, and I want to 
have sort of an advance reaction, I’ll take it to my study group and have the girls in my 
study group all try it on. They’re all weavers. They’re all going to be critical. They’re all 
going to ask harsh questions, but they’re also going to be nice about it because they’re 
my friends. 
 
The individuals in Gabardine’s group all know the design process so they become quality 
inspectors too. 
     If I finished a lace shawl and there’s a mistake in it, I’ll take it and ask them, “There’s 
a mistake in it. Can you find it?” When I try to figure out how bad it is, whether it’s a 
show-stopper, whether I can sell it or not, essentially. If they can’t find it, I figure I can 
sell it at full price. 
 
Linen emphasized finding others with similarities in both the process and the end goal: 
     One of the biggest things that’s been helpful is, I don’t know if you were in there 
when I was telling that lady that she should go join a guild. Just having a group of people 
that are doing similar things with similar goals is hugely helpful. So joining with a larger 




Rayon, who works and lives in a rural area, also emphasized the importance of being with 
others with similarities. This is not limited to the type of garment, but also the place where the 
garments are sold. 
     There’s a lot of really great quality shows out there. The Philadelphia Museum show 
is an amazing one as well. The one I went to last weekend in New Jersey had a lot of  
the same people who I’m going to see at the Smithsonian. There’s a few hundred 
craftspeople who are always in that tier and there’s always new ones, and there’s always 
some leaving, but it seems to me like we’re all doing a lot of these shows together. 
 
Shared makerspace. Half (50%) of the participants stated that they learn and receive 
support from sharing their design space with other designer-entrepreneurs. Some participants 
housed their studios in a large building with studios for over 300 artists.  
Knit found that many in the building are going through similar situations and holds 
conversations about them: 
     In this building, there’s so many artists. I guess we struggle with the same kind of 
questions, so we speak about it. Sometimes I like to take some work for presenting which 
is interesting or make you think differently. 
  
Hemp described how she can simply ask the designer next door with a question or 
problem: “Like my neighbor over the wall there can attest. Yesterday, I went in there with a 
problem and I was like, ‘What would you do?’” Hemp often goes to the designer-entrepreneur 
next door who is older and more experienced: 
     A lot of times, especially when you’re doing this and you are this young, you need 
somebody to be like, yes, you are making the correct decisions because it’s hard to 
second-guess yourself. Especially as an artist, you’re always second-guessing yourself. 
 
In addition to the designer-entrepreneur, Hemp discussed the importance of interacting 
with others in the building and the community.  
     It’s really important to be really engaged and involved in your community. I think  
I definitely wouldn’t be where I am without all of the awesome people in the role 
supporting me both in this building and outside of this building. It’s easy when you’re an 
entrepreneur to become so hyper-focused on your business that you’ve just sort of put 
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yourself in this little bubble where you’re not really interacting with anybody but your 
clients. I think it is important to open yourself up to communication with other 
entrepreneurs and business owners. 
 
Jersey explained the importance of finding not just any designer-entrepreneurs but 
particularly finding designer-entrepreneurs with similar techniques in creating garments: 
     Having these other entrepreneurs to feed off of is incredibly helpful. When I  
was one of the first seamstresses in the building, it was hard. Two years without other 
seamstresses in here and it was harder. 
 
Olefin also finds other designer-entrepreneurs helpful; she said she goes to “anyone here I 
can talk to. That’s one of the perks. That’s one of the things you actually pay for.” In addition, 
from the beginning of her journey, she decided to rent a studio with another fashion designer. 
She said, “That’s part of why (designer name) and I like sitting here. We can just cover all kinds 
of ground.”  
Finding mentors. Seven out of 20 (35%) participants stated finding mentors can be the 
support a designer-entrepreneur needs. To continue being a designer and an entrepreneur, 
participants form their own support group. From the individuals in this support group, 
participants receive assistance in developing learning strategies and other support needed to 
perform both roles. This may be in-person, online, or both. 
Participants like Angora, who was a fine artist for years before transitioning into a 
designer-entrepreneur, had to create a new professional network. She emphasized the importance 
of continuously searching until the right people are in the network. 
     One of the best strategies that was given to me was to find three people, not 
necessarily doing what you do, but within the field of what you do, and ask them to be 
your mentor. Go there with a list of questions of things you want to learn about how to 
run a business, whatever it is you want to learn from this person, but pick three people. If 
the first three don’t work, pick three more. You look at all these people and you see them, 
and you think it’s like magic. It’s not magic. They didn’t get where they were by magic. 
To hear their struggles, and people love to tell you, when you’re asking for help, most 
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time, ninety-nine percent of the time everybody wants to help you, which I think is our 
natural things. 
 
Qiviut had a professional network in the creative industry from her previous work, yet 
she also shared the importance of updating her professional network as she experienced changes. 
Her current role requires her to work with a research university, as she uses the makerspace 
located within the university, and with engineers interested in developing new high-performance 
fabric. Although Qiviut is not employed by the university, the changes in the work environment 
created new needs and introduced her to new mentors. 
     There’s a couple of guys I would have never imagined that they would be mentors of 
mine. ‘Cause they’re like White, business suits, it’s kind of like the people I stay away 
from. But which I would be wrong for doing because I don’t want to put people in 
categories. One guy, who will constantly listen to me, doesn’t own a stitch of nice 
clothing. He wears pleated pants with polar fleece pullovers. Things that are totally not 
me, but there he is one of the top five people I would talk to. So it really isn’t about 
anything on the surface you would imagine, it’s really chemistry.  
 
Because the role of designer and the role of an entrepreneur are very different, Pima 
found different mentors for different needs. She now considers many mentors as her friends:  
     I have designer friends I can talk to with technical issues. For business, I have a friend 
who is a CFO of his own for twenty-five years. I talk to him. A friend of mine who does 
shows with me helps me set up and take down. I often talk to her. She helps me say, 
“Should we do the show? Should we not do the show?” and “Was this a good show? 
What would make it better?” Another friend who tells me how to merchandise the booth. 
I’m good with lifelines. 
 
For online experiences, participants did not use the term mentors yet it was evident that 
the relationship was still receiving advice from experienced individuals they trusted. Because she 
relocated every few years, it was difficult for Boucle to maintain an in-person network. She often 
went to “Facebook groups online. And Etsy has support pages.” In addition to finding business-
related knowledge, she added, “I would just kind of vent to them and stuff.” Both technical 
support and emotional support are needed. 
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Cotton is another participant who uses the online network, which works for her because 
she is able to reach others who are not physically near her: 
     On Instagram, there is a group of us girls. There’s ten of us and we’re all knitters and 
we have this group Instagram message. When one of us has a specific question about, 
Hey, I’m dealing with this, has anybody dealt with this before and how did you do it? So 
that’s really helpful, and they’re all over the world. That’s always super helpful to have 
somebody who actually knows because my friends don’t have the same experience, so I 
can’t go to them. 
 
Forming Habits 
A majority of participants (80%) shared that they found the learning strategies and the 
support they need through forming habits while learning. These include learning by doing, 
forming goals, and continuing to change the way they learn. 
Learning by doing. A majority of participants (80%) shared that they developed their 
learning strategies by experiencing design and selling continuously. For example, Tencel shared 
that even with design skills, it can take some time for a designer-entrepreneur to find what she 
likes to make and how she can sell what she makes. To find this, a designer-entrepreneur has to 
continue doing both. 
     It will probably take a year or so of soul searching and learn to accept that. Make 
weird shit, figure out what you like making, what you like doing and then go from there. 
As far as like, okay, do you want to actually be a cog in the fashion machine or do you 
want to kind of go do your own thing and make whatever and have the freedom of people 
coming up to you at random events and go, Hey, I need cosplay lingerie. Can you do this 
for me? Follow every opportunity you can and then figure out which ones don’t work for 
you. 
 
Adding to this, Jersey said it is important for a designer-entrepreneur to test-make the 
garment over and over to see if the designer is able to do so and wants to make it repeatedly: 
     Take a year making something. I mean, you know whether that be…. You say, “Oh, I 
think I would love being a clay pot maker for the rest of my life.” Make a hundred clay 
pots before you decide that you’re ready to sell them. Make them really good before 
you’re ready to sell them or make them very artistic, but with your signature on them. 
You know what I mean? If you’re going to make shirts like me, make shirts for your 
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whole family first and they’ll tell you what you did wrong because they’re very honest. 
They will say, “You know the buttonholes going this way don’t work for most people. 
You should make them this way.” Or “I don’t really like the way the armpits are, they’re 
too tight when I do this.” Or “They’re not tight enough when I do that.” Make it for a 
year before you decide that’s your calling. 
 
Once the designer-entrepreneur begins to sell the garments, every transaction can become 
a learning experience, which may also turn into opportunities. Boucle said, “Learn from every 
sale. So every sale you get, there’s a reason behind it and you want to pay attention to the trends. 
And then just keep trying and keep doing things until something works.” 
From Rayon’s perspective, her learning from every sale led to her being able to reflect on 
the season or the year to learn from it. It also allowed her to persist and move forward, as she 
said: 
     I just feel like every year I learn more, and I sell more, and I get more of a foothold, 
and if I can hang on another five years, I imagine everything is going to be incrementally 
so much better each year that it will be a whole difference place. 
 
Hemp emphasized the importance of doing and learning from the experience, even when 
it does involve initially learning from others: 
     So much of what I learned from the other entrepreneurs that I have been mentored by 
was done through watching them, because really I feel like so much of this, it’s very hard 
to verbalize what will make you successful. I think that really one of the biggest sorts of 
tools in learning is just by watching and following examples. I think at the end of the day, 
you could take as many formal courses on entrepreneurship as you want, but I don’t think 
that that is really going to prepare you for what is it like to actually be an entrepreneur. 
 
Velvet identified failures as not failures but as learning moments on this journey, which 
can lead to a different direction: 
     It’s going to be like a roller coaster. There’ll be ups and downs, but you can, don’t let 
that define you. Don’t let your failures, because that’s what, failures are the best part of 
the learning experience because you know what to do differently. We do that when we 
have a show. We say, Okay, what didn’t go well? What should we have done? We never 




Forming goals. A majority of participants (75%) discussed the importance of starting 
with setting clear yet flexible goals. The process often involves asking questions to oneself. 
When asked what advice they would give to an inexperienced designer-entrepreneur, Olefin said: 
     I’d want them to ask themselves regularly what it is they’re trying to achieve, where 
they would like to be, what does it look like, what steps that they think might be required 
to get there, what skills do they think they need to acquire to get there. 
 
Pima found that asking will define this journey more for personal pleasure or as a serious 
step to make a living. This is also an important factor to consider as many participating in in-
person shows have to spend time traveling: 
     Decide what your goals are. Some people do it twenty percent of the time and they 
travel the rest of the times. They do it because they want to keep busy. Some people do it, 
they want to make money. What is your goal?  
Rayon found that in this process, one has to decide on her own and require flexibility. It 
allows the designer-entrepreneurs to match their product to the right marketplace: 
     Every person has to figure out like do they want to do show, do they want to 
wholesale, do they want to try to do Etsy and their own website, and that’s going to 
depend on their price points, and their ability to produce, and how accessible their 
product is to a general audience. It’s funny because this is always moving target. 
 
Interlock, who also shared that it can be confusing with different points of view being 
told, also shared the importance of setting one’s own goals and revisiting them: 
     I mentioned some at the beginning, like really understand what your definition of 
success is. Write it down, have it in front of you all the time, and always use it as your 
point of reference when you have decisions to make. And then, really think through what 
are the things you do well and you like to do, and what are the things that you don’t do 
well and/or don’t like to do. Based on that, again, when you have decisions to make, 
think about whether you can outsource the things that you don’t do well or you don’t like 
to do, or get assistance somehow. 
 
Interlock also added that because the dual role requires much from the designer-entrepreneur, 
having clear goals helped her stay on track: 
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     I think the lesson learned for me is, yeah, you can, but do you have the time, the 
money? And even if you do have those two things, will it divert you from doing what you 
really want to accomplish? 
 
Qiviut warned that it is easy for a new designer-entrepreneur to simply want to duplicate 
someone else’s experience, but this does not guarantee success: 
     Keeping very aware about what you want, what shape do you want your business idea 
to take and to be consistent. And another thing is don’t do what everybody else is doing 
because you see them being successful, because that means you’re already too late. 
 
Changing learning process. A majority of participants (80%) shared that the way they 
learned has changed since they started their entrepreneurial journey. In many cases, they started 
not knowing exactly what they wanted. Linen shared that when someone who was in her position 
before asked her about the learning process, she responded, “I say read everything you can get 
your hands on. Yeah. And listen to blogs and there’s probably a few that I could recommend and 
something will resonate with them.”  
Once the participants gained more experience, they often changed the way they gained 
access, which is sometimes in a different format than what they started with. For example, Eyelet 
shared, “I look for more programs, as opposed to before, it was more videos on YouTube and 
things. Now I’m looking for resources or communities that help entrepreneurs.” Hemp is another 
participant doing fewer internet searches now. Her approach in the format and how she perceives 
it have changed. 
     I’ve sort of gone from doing very intense like internet deep-dive searches to reading a 
lot more books, more casually and more relaxed, which is probably allowing me to take 
in more of the information, honestly. So I like to read a lot of books, and I listen to 
podcasts; things that I can kind of do while I’m working so I can actively incorporate 
those techniques into my business. So I think it’s become a little bit more laid-back and a 
little bit more practical over the years. 
 
In Damask’s case, the learning process also changed from looking at everything to 
looking for things as she needed them: 
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     I’m probably more willing to find things on the internet. It sounds silly because I 
hated Facebook, but I…there were groups that tell me where to go, and who’s a bad 
show, and who to stay away from. And so, I go to all of those. 
 
Silk recalled spending additional time in the past trying to learn from readily available 
sources and how that slowed her down: 
     A lot of it in the beginning for me, I just was learning from the internet and I wish I 
would have taken classes from some of these expert people sooner, because it would’ve 
saved me a lot of time. 
 
As participants gain knowledge and experience, their confidence level also has an effect 
on how they learn. Interlock explained how her process started as leaning on mentors: 
     I think when I started, I was so heavily relying on my mentors. I think I didn’t trust 
myself enough to really go out and find my own resources online and stuff. But part of 
that was starting to realize that there weren’t those experts available to me otherwise. So I 
think, now I’m starting to reach out a little more on my own. It also probably relates to 
trying not to be so schizophrenic. Focusing on what I know needs to be focused on and 
trusting my own judgment a little more. 
 
Angora, an older participant and one with more experience than most of the participants, 
said: 
     Now that I’ve become more established, I actually seek out less information. Less and 
less and less. I don’t even look at stuff as much as I used to either. It’s more like the real 
world is what I want to be looking at. 
 
Summary 
This chapter presented the four major findings emerging from this study. They were 
organized according to the research questions. The data came from 20 designer-entrepreneurs 
with different years of experience and different educational and professional backgrounds. 
Through individual interviews and two focus groups, participants shared why they chose to 
become designer-entrepreneurs, articulated the challenges they faced in the dual role, explained 




The first finding reviewed why the participants chose to become designer-entrepreneurs 
since not all designers follow this path. All participants indicated that fulfilling a need as a 
professional designer, wanting more options as a designer, and experiencing transitions in life 
were the reasons they chose to be a designer-entrepreneur. Under need, there were internal 
factors such as creating one-of-a-kind works or growing as a designer by experimenting more 
with their work. There were also external factors, the most influential of which was positive 
feedback. From this, the possibility of making a living as a professional artist or a craftsperson 
surfaced. When a customer paid for the garment the participants made, it validated the idea. 
Overall, they wanted more options, both in designing and selling. Where they were in life played 
a role also as they made these decisions while experiencing a career or life transition. 
The second finding looked at the challenges that arose from starting and maintaining the 
dual role. An overwhelming majority of participants reported that the conflicts or challenges they 
faced were related to operating a business and feeling alone during emotional times. In building 
the business and relationships, they found the dual role to be very demanding with non-stop 
work. They realized there were limitations on what one can do and saw there were elements 
beyond their control. The work they put in did not always equate to the income they expected. 
To continue the business, they had to adapt to changes in how they created the garments and 
operated the business. Through these changes and having to make decisions alone, the 
participants often felt isolated. There was a sense of uncertainty, doubts about self-value, and the 
need to hide emotions. 
The third and fourth findings focused on how and what the participants learned. The 
participants all indicated that they learned what they needed to learn through experiences. Some 
of the experiences involved seeing trends—in fashion in general, seeing other sellers and 
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marketplaces, and recognizing what consumers want. External influences also shaped the 
experiences, including joining organizations, reaching out to personal connections, and 
conducting online research. Participants also learned by reflecting on their experiences. This 
helped them realize the disconnect between a formal education and an entrepreneurial reality. 
From these experiences, participants reported the changes in their learning process. They formed 
learning habits that allowed them to gain new information and make changes to existing 
processes.  
The four findings provided a basis for analysis, synthesis, and interpretation for 
embracing entrepreneurship (Analytic Category 1), adapting to dual roles (Analytic Category 2), 






ANALYSIS, SYNTHESIS, AND INTERPRETATION 
Introduction 
The purpose of this study was to shed light on how DIY fashion designers learn to engage 
in entrepreneurship by examining how and what they learn to become and maintain their role as 
designer-entrepreneurs. The researcher was interested in understanding why certain DIY fashion 
designers chose to become designer-entrepreneurs and the different challenges they faced and 
worked through while performing this dual role. She hoped to learn how they learned and what 
they learned to continue their entrepreneurial journey.  
The researcher relied on the conceptual framework from Chapter II to determine the 
coding scheme in order to analyze the data collected from each individual interview. The 
categories in the framework were related to the motivation for creative individuals, the 
challenges they face and work through in their dual role, and how experiential learning and self-
directed learning explain how participants identified what they needed to learn and how they 
obtained the necessary knowledge. To understand the entrepreneurial journey and not simply 
how they started they journey, this study included designer-entrepreneurs who have been in this 
dual role for 3 or more years. All had additional years of experience as designers. They had to 
have experience making and selling as designer-entrepreneurs for 3 or more years. The 
researcher included 3 participants with a second job, which was not necessarily for additional 
income but rather was a business or life strategy.  
Twenty participants were involved in this study—7 were novice designer-entrepreneurs 
(with 3-5 years of entrepreneurial experience), 5 were middle (with 6-10 years), and 8 were 
seasoned (11-plus years). The least years of experience were 3 years; the most years of 
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experience were 40 years. This wide range was maintained to understand the different 
experiences they encountered through the stages and to examine how their age affected their 
process, including when they started the entrepreneurial journey. The researcher also considered 
their formal education to see if it had an impact on their journey. Of the 20 participants, 10 had 
related degrees (fashion design, fashion business, or business) and 10 had non-related degrees. 
Five participants joined a community-based entrepreneurship program, but not in an academic 
setting. 
Data were coded, analyzed, and organized by research questions and then by categories 
and subcategories, as guided by the conceptual framework.  
The overarching question for this study was: How are DIY fashion designers learning to 
engage in DIY entrepreneurship? 
The subquestions emerging from the above research question were: 
1. Why do certain fashion designers decide to become entrepreneurs? 
2. What are the conflicts or challenges these fashion designers face as they become 
entrepreneurs (while maintaining their role as fashion designers), and how do they 
work through them? 
3. How do fashion designers learn what they need to learn in order to become 
entrepreneurs (while maintaining their role as fashion designers)?  
4. How do fashion designers find the learning strategies and the support they need to 
become entrepreneurs (while maintaining their role as fashion designers)? 
The research questions were addressed by four specific findings presented in Chapter V. 
This chapter provides insights into the findings by trying to explain the learning process for  
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designer-entrepreneurs. Upon review of the data, the researcher found three major themes. In 
Table 6, each theme is listed with two subthemes, which are discussed within each theme.  
Each theme is analyzed based on one or more of the following categories: the participants’ 
entrepreneurial stage, their current age, their age when they started the journey, and their 
educational background. 
After analysis, the researcher provides her synthesis and interpretation by weaving the 
themes into the literature on experiential learning and self-directed learning. Regardless of where 
the designer-entrepreneurs are in their journeys, in order to start and maintain the dual role, they 
have to embrace entrepreneurship, adapt to the dual role, and continue learning by recognizing 




Key Themes Used for Analysis 
 
Embracing Entrepreneurship Adapting to Dual Roles Learning, How and What 
Creative calling When the design becomes a 
product 
Knowledge gap 
Work and life experience Affective challenges Process of learning 
 
Analytic Category 1: Embracing Entrepreneurship  
The first research question was designed to find answers to why some DIY fashion 
designers decided to become designer-entrepreneurs to sell their own handmade garments. Table 






Analytic Category 1 
Embracing Entrepreneurship Evidence 
Creative Calling All participants used the word always in 
describing wanting to be a designer and some 
as a designer-entrepreneur from early on. 
Designer-entrepreneurs’ starting age varied 
for 20 participants: 6 in their 20s, 3 in their 
30s, 5 in their 40s, and 6 in their 50s. 
Work and Life Experience All 5 novice designer-entrepreneurs who 
started in their 20s viewed their journey as 
low risk. 
When shifting from mid-career or late career 
(12 participants), the decision was reactive, 
either from a positive or a negative 
experience, or, in some cases both. 
Positive: 4 participants 
Negative: 8 participants 
 
Creative calling. When discussing the experience of designing and selling their 
handmade garments, the participants shared that it was something they always wanted to do. This 
was mostly evident in Finding #1 under the fulfilling a need section, but the word always was 
used in other places as well while reflecting on the beginning of their journey. Although the 
question was specifically for the designer-entrepreneur role, the researcher perceived that some 
participants were referring to the designer role while other participants were referring to the 
designer-entrepreneur role, which required the researcher to ask again, emphasizing the dual 
role. For many, it appeared difficult to separate the two roles. The 20 participants all used the 
word always while reflecting on their dual role. On average, this word was used 9.5 times per 
participant. All participants seemed to perceive what they were doing as something they were 
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meant to do, something that was a part of them. This thinking is exemplified in the following 
quotes from participants: 
     I think always in the back of my mind I really wanted to make a go of it as an artist 
and be able to support myself. (Nylon) 
 
     I’ve always done this, with something with colors. (Knit) 
 
     I’ve always wanted to design. And I have sort of images in my mind of things. (Linen) 
 
The journey started with finding joy in the design process. As they spent more and more 
time making and receiving positive feedback from other people, they wondered if it would be 
possible to make a living as a professional artist or a craftsperson. The findings indicated that 
this is most likely the starting point for individuals who end up becoming designer-entrepreneurs. 
In terms of making the jump from designer to designer-entrepreneur, it is apparent that 
positive feedback plays a big role. All participants indicated that this was the case. This was also 
evident in Finding #1 under the positive feedback section. The feedback differed in nature, but it 
all functioned as a validation of their work.  
In many cases, this first validation, which often came from people they already knew, led 
to selling in a small way. It started with the design being shared, either in person or online. Some 
participants received compliments when they wore the design or gave what they made as gifts. 
Friends and family, after the compliments, often suggested the selling idea, wanting to buy them. 
This was similar in an online setting. Some participants posted the design on social media and 
their friends and family provided similar feedback.  
Many participants also experienced a second type of validation, which came from 
positive feedback from people they did not know. Some participants did state that their family 
members provided honest feedback, but more participants were interested in how strangers 
would react to the product. This often involved testing the product by opening an Etsy shop or 
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selling at a small craft fair, both with small inventory and low costs. After receiving positive 
feedback, not just in words but also in seeing how many they sold, they were able to move to 
creating an independent website (sometimes along with the Etsy shop) or entering better craft 
shows which cost more but generally drew customers who were willing to spend more for better 
quality products. The positive feedback, whether from friends and family, customers, or other 
designers, was needed. 
It is interesting to point out that although all participants mentioned the design part, or 
designer-entrepreneur, as something that was “always” a part of them, there was a large variance 
when it came to starting the entrepreneurial journey. Of the 20 participants, 6 started in their 20s, 
3 in their 30s, 5 in their 40s, and 6 in their 50s. As stated above, positive feedback played a 
significant role in motivating and validating their creative work, but it alone does not seem to 
result in the immediate shift to entrepreneurial work. For participants starting this journey later 
on in life, it often began with reacting to incidents happening in their life at the time. 
Work and life experience. To better understand the transition from designer to designer-
entrepreneur, it is important to analyze what experiences led to making the shift and, relatedly, 
what experiences they brought to the new endeavor. When thinking about the factors that led 
participants to take the leap and start their entrepreneurial journey, it is helpful to break them into 
two groups to compare their work and life experience at different stages. Group 1 consists of 
participants starting the business in their 20s and 30s; Group 2 consists of participants starting 
the business in their 40s and 50s. 
Both Hemp and Tencel are in their 20s, graduated with fashion design degrees, and have 
been designer-entrepreneurs for the past 5 years. They both shared that after graduation, it was 
challenging to find a position with which they would be happy. When Hemp started the job 
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search process, the skills she learned in school did not match what the companies were seeking. 
She explained that the design skills she learned in school were what a fashion designer would 
need—illustrating, draping, patternmaking, and sewing. The positions available when she 
graduated required her to use computer-aided design programs all day, and she found that type of 
work restrictive. Tencel also shared that as a student, she enjoyed the design process so much 
that she often did more than what was required for the assignment. However, she found the work 
for most fashion designers in the industry unfulfilling. Instead of working for a company, both 
Hemp and Tencel decided to become designer-entrepreneurs. They both considered it low risk 
because they were starting with the skills they learned in school and with the sewing machine 
plus other tools they already had as students. If the venture did not work out, they thought they 
could then search for other options. They both believed that being in the early stages of career 
would make it easier for them to find a position, if needed. 
The participants above took the path from graduation to entrepreneurship with limited 
work experience as fashion designers. Some of what formed their assumptions about working as 
a fashion designer was also from indirect experiences they had heard and read about. It is also 
important to look at participants who were designers in the industry for some time before 
deciding to become designer-entrepreneurs because they had more direct experiences. Olefin, 
who is in her 60s, started her entrepreneurial journey in her 30s. When she graduated with a 
textile design degree, more apparel companies with design and production completed were in the 
United States. When she was first hired as a knitwear designer, she was excited to use her design 
skills. However, she found herself “miserable doing machine knitting twenty-four/seven, 
wanting to practice design skills more, but seeing limited opportunities.” Rayon, also with a 
degree in design and experience working for a design company, shared, “I felt like I would rather 
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die than go back to that kind of insulting work.” After 10 years of experience as an employed 
designer, Rayon resigned and started her role as a designer-entrepreneur in her late 30s. Both 
Olefin and Rayon shared that they also started the business with the resources they already had. 
Group 2 consists of participants starting the business in their 40s and 50s. Pima is in her 
60s but started her business in her late 40s. While she was a graduate student in her 20s, she 
made and sold her garments and continued for about 2 years. At the time, she found it to be a 
difficult way of making a living, not for financial reasons but for working alone. She started 
working for a large apparel company and moved up while working at the company for over 20 
years. During this time, Pima also obtained her second graduate degree, an MBA. When the 
company decided to consolidate two offices, she was laid off from a highly compensated 
position. It was challenging for her to find a comparable position. During that time, she also 
continued to think of how much she enjoyed the volunteer work she was already doing. About a 
year before she was laid off, Pima started doing volunteer work making and selling garments to 
benefit a social cause. After she was laid off, she needed to find a job and also found herself 
becoming more and more involved with the volunteer work. At the end, Pima decided to 
combine the two and started her own apparel business with a social mission. 
Angora is another participant who was affected by the downturn of the market around the 
same time as Pima, in 2007-2008. Angora was a full-time painter and not making apparel then. 
Unfortunately, a gallery with all her paintings closed and they never returned her paintings. By 
the time she found out about the closure, the owners left with all her paintings and no way to 
contact them. Her paintings combined were over $20,000 in market value. While out of paintings 
to sell, she started experimenting with surface design on fabric, which she found to be very 
similar to painting. She created garments with the unique fabric she made and started receiving 
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positive feedback. She recalled her first sale when a woman at a restaurant wanted to buy what 
she was wearing that evening. From there, her work changed from paintings to garments. When 
she started selling, she also realized there were more ways to sell garments than paintings. This 
meant she did not have to leave all her work with one business, as she did with her paintings. 
Not all participants who started the entrepreneurial journey later in life did so in response 
to external circumstances. Gabardine had some experience making and selling garments in her 
20s. While wondering if she could continue to make a living that way, she saw certain designer-
entrepreneurs were doing well financially, while other designer-entrepreneurs were struggling. 
When she realized it was not simply based on difference in quality, she learned that certain 
factors going into one’s success as a designer-entrepreneur are sometimes beyond one’s control. 
She knew she wanted to create to make a living, but also did not want to worry about her 
financial situation later in life. Thus, Gabardine found a relatively well-paying full-time job and 
worked until she saved what she thought was a very modest retirement income. While there, she 
also acquired business skills she thought would be helpful when she decided to return. Once she 
met her savings goal, she took an early retirement and returned to being a full-time designer-
entrepreneur. 
While garments are functional products, the majority of the participants discussed the 
importance of aesthetic quality in what they make. However, for two participants, Interlock and 
Damask who started their business in their 50s, the designer-entrepreneur idea surfaced while 
wanting to help people living with disabilities.  
Interlock was taking care of her elderly mother, who lost her vision from aging and 
illness. She saw that her mother was becoming depressed from having to give up sewing, her 
favorite hobby. Determined to somehow provide that experience for her again, after many trials, 
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Interlock came up with a simple sewing project which could be completed by touch. It included a 
tactile border which worked as the sewing line and the seam allowance. When Interlock noticed 
the difference it made in her mother’s life, she decided to become a designer-entrepreneur, 
providing tactile hand-sewing projects for visually impaired people. Her business now includes 
selling sewing kits, finished garments she herself completed, and finished garments completed 
by visually impaired people. It is important to note that even before her mother became ill, 
Interlock had a successful and long career as a programmer, but left wanting to do something to 
give back to others. She shared, “For the rest of my life, I want to spend it helping others and 
find a way to do that.”   
Damask performed the caretaker role earlier in life, when her teenage daughter went 
through multiple surgeries and a long recovery process. Her daughter was bedridden and 
connected to IVs at home. While taking care of her daughter, Damask realized how a simple task 
like getting dressed can be a challenge for someone confined to bed as well as for the caretaker. 
At the time, she did not see too many options for adaptive clothing, as the concept was still 
relatively new and internet searching was not common. Her daughter recovered, but Damask 
continued to reflect on her experience as a caretaker and what it would be like for patients, 
especially in long-term or permanent condition. She started her adaptive clothing business with 
the following thought: 
     If they are dying and I can provide them with something that will make their journey 
more comfortable that to me is like…that’s…that shatters. 
 
Damask shared that she wanted to create adaptive clothing that is both functional and 
fashionable. She wanted her adaptive clothing to be easy to wear and have the same aesthetic 
qualities as other clothing.  
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In looking at Group 1 participants starting a business in their 20s and 30s and Group 2 
participants starting a business in their 40s and 50s, the process of embracing entrepreneurship 
seems to vary by one’s individual life experiences. A common tension appears to exist between 
what the industry expects of them as an employed designer compared to what the participants 
wanted to be as designers.  
Analytic Category 2: Adapting to Dual Roles 
Table 8 
Analytic Category 2 
Adapting to Dual Roles Evidence 
When the design becomes a product 
Affective challenges 
All participants started the journey without 
fully understanding the value of their work or 
their time. 
Five out of 20 participants completed a highly 
selective community-based entrepreneurship 
program; 4 completed it in their 50s, after 
facing the initial challenges. 
Other participants addressed the challenges as 
they occurred. 
Most participants stated that it is an isolating 
journey with many uncertainties. 
 
The second research question was designed to identify the conflicts or challenges the 
designers faced when they became designer-entrepreneurs and how they worked through them. 
In grouping the reasons into meaningful categories, the researcher followed the stages 
participants went through when starting the journey as designer-entrepreneurs. The first stage 
included the challenges they faced when adapting to their new combined role. The second stage 
included the ongoing emotional challenges they faced as they navigated uncertainty without 
strong support networks. The evidence was found in Finding #2 throughout all three sections: 
building business and relationships, adapting to changes, and feeling isolated.  
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When the design becomes a product. All participants have identified pricing as a 
challenge to which they needed to adapt. For all participants, the design process started with 
creating garments for aesthetic and functional value as well as finding self-value. Until they 
decided to sell their designs, the monetary value was not something they had considered. In the 
beginning, whether they were asked to sell or decided to sell, the only two factors they first 
considered in pricing their garments were the material cost and the time they invested. In many 
cases, it was difficult to determine even those two factors as the participants did not have a 
written record of this. They often came up with the price based on what they remembered as the 
material and labor cost. 
Compared to the material cost, the labor cost is even more unclear for designer-
entrepreneurs. When working for a company, they start the work knowing how much they will 
be compensated. They are aware that it would be difficult to be compensated the same way as a 
designer-entrepreneur, especially in the beginning. For example, Rayon left a well-paying 
position as a designer and chose to “live on as little money as I can” while her business grew. 
Given the joy they have from the process of making, they are willing to work for less as 
designer-entrepreneurs, but no one seems to be clear on the value of their time. When Qiviut 
participated in an entrepreneurship program hoping she could receive some support in 
calculating all this, she recalled it being a “scary” experience when her mentors told her to think 
about all the variable factors, such as the time she spent in making, itemized overhead expenses, 
and financial goals. This experience comes partly from participants being unprepared or 
surprised by the various costs that go into being an entrepreneur. In addition, participants like 
Qiviut and Damask, who participated in entrepreneurship programs, shared that mentors are 
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helpful in many ways, but there are some parts they simply do not understand because the 
mentors are not designer-entrepreneurs. 
There is another layer that designer-entrepreneurs have to consider when they are 
determining the price. The material cost plus the labor cost is really just the manufacturing price. 
This format will continue to work if the designer-entrepreneurs only directly sell to the consumer 
and continue to sell that way. If they decide to have other retailers sell for them in addition to 
directly selling to customers, they must factor in the wholesale and retail price. Angora learned 
this early on because her first order was a wholesale order and the retailer kindly explained all 
this to her.  
Another initial challenge the participants had to work through involved making design 
changes. In light of the findings from the previous section indicating that increased freedom is an 
important reason for starting the entrepreneurial journey, it is, on one level, ironic that one of the 
most cited challenges participants face when becoming design-entrepreneurs was the limitations 
that are put on their designing process. This feeling is exemplified below:  
     I had to give up on doing things that are really experimental and take a long time. 
There’s certainly a constraint in my work that I can’t put days, and days, and days into 
certain design that I would love to make but I just don’t have the time and I would never 
get reimbursed for that time so that’s a bit sad sometimes. (Rayon) 
 
This was common for both younger participants with less work experience and for older 
participants with more work experience. There was an expectation that they would lose certain 
freedoms when moving from creating for one’s pleasure compared to creating in order to sell to 
someone, but they still felt it to be challenging.  
Not only does the time it takes to make a particular garment limit designing freedom, but 
to make it marketable, it was important for the participants to adapt to the market demand: 
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     I went from, I wanted to make-fancy, frilly, fun, cute stuff to, okay well, that’s not 
really selling at all because nobody wants that kind of stuff right now. And I switched to 
cotton and softer, more washable fabrics because that’s what would sell. (Tencel) 
 
Thus, while designing may have at first been determined solely by personal whims and interests, 
designer-entrepreneurs had to adapt to limitations that business concerns put on their designing.  
Affective challenges. With all participants, there was an emotional high when they first 
decided to sell what they made. After going through the challenging experience of viewing their 
artwork as a marketable product and making changes, there was an emotional high again when 
they opened their business, whether in-person or online. As indicated in the findings section, 
most participants reported feeling isolated on their entrepreneurial journey because of 
uncertainty and lack of understanding from traditional support systems.  
As it is with any business, there is no certainty that it will be successful. Some 
participants like Wool did very well financially on the first day, which she perceived as 
validation that her business idea may work. Most participant experiences were closer to Cotton’s 
experience, who shared, “I think a lot of people when they want to start selling their things, they 
think automatically if they put it on the world, people are going to come to it and that’s not really 
true.” There are many days when they sat in their booth with no one coming to even look or 
created websites that no one entered. As they stood alone behind the table, thinking of the 
additional expense towards a booth fee or a website, they wondered if becoming a designer-
entrepreneur was the right decision for them. 
Challenges from uncertainty also existed for participants who sold more garments than 
they expected. High-end craft shows are often a weekend event, sometimes going into days to 
even a full week. At one of these events, Velvet recalled selling all of her garments by the end of 
the first day. These shows are a great way for the designer-entrepreneur to interact with the 
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customers, but it is also exhausting work as they had to explain repeatedly how they made the 
garment and listened to customers all day. Velvet simply wanted to rest at the end of day one, but 
without garments to sell on day two, she had to make more garments that night so she would 
have more to sell the next day. This is also common after busy seasons. At times, participants 
had to temporarily stop taking orders in-person or post the same notice on their websites so they 
could catch up on prepaid orders. 
Participants shared that they often went to friends and family for emotional support, but 
at the same time, most people did not understand what they are experiencing. Sometimes, the 
same friends and family who believed and supported the entrepreneurial journey wondered why 
they had to pay for the garments now when they were given as gifts before. Other participants 
shared that their friends and family have kindly, but directly, said they did not want to hear about 
the business anymore because it was going to hurt their relationship.  
Some participants went through more formal, community-based entrepreneurship 
programs where they could find mentors for their business. In this experience, they often realized 
how little they knew about operating a business and had doubtful moments. Through this 
connection, they learned what they needed to learn. At the same time, participants said the 
mentors from these formal programs focused on the business and less on who the participants 
were as designer-entrepreneurs so they often saw the situation differently. It can be even more 
confusing when different mentors provide different, often contradictory, opinions and expect the 
participant to make an important business decision alone. 
Participants view the entrepreneurial role as something added to the designer role and 
they shared that it goes beyond simply making and selling. They realized that the transaction 
process is more complicated than they had perceived. To better understand what a customer 
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would want, market research was necessary. Participants quickly realized that good selling skills 
were necessary as a beautiful garment will not sell itself, but can sell when a personal connection 
is made with the customer. They also learned that the business relationship goes beyond the 
customers. Although they make the garments, it is necessary for them to build good relationships 
with the suppliers. Technology in selling is a challenge for both older and younger participants. 
The older participants perceived it as yet another new thing they had to learn, which they found 
challenging but necessary. The younger participants, particularly with using social media, shared 
that although they were somewhat familiar with it, there was much to learn to use for business 
benefits. 
From having to balance two roles, participants said they were often physically and 
mentally burned out. They found themselves working when they were supposed to be relaxing, 
not getting enough sleep, not taking care of their health, and becoming frustrated with not being 
able to finish what they wanted to do that day. The work never stopped for them. 
Analytic Category 3: Learning How and What 
The previous sections included the reasons for becoming a designer-entrepreneur and the 
challenges that transitioning from a single role to a dual role presented. In this last section, the 
third and fourth research questions were designed to explore how DIY fashion designers learned 
what they needed to learn to perform the designer-entrepreneur role and how they developed the 
learning strategies and support required to meet their goals. When the participants started their 
journey, they all had the design skills needed to make garments. Regarding launching a business 
to sell their garments, the skills they had varied. 
The evidence listed in Table 8 below is from Finding #3, specifically looking at the 
disconnect between formal education and entrepreneurial reality. Formal education refers to 
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higher education. Of the 20 designer-entrepreneurs, 7 majored in fashion design or related 
programs, 6 majored in fashion business or general business, and 7 majored in non-related areas. 
In the initial demographic survey, the results were 10 related and 10 non-related, but a few 
participants during the interviews shared that the programs were actually somewhat related. As 
some non-related program graduates did not expect what they studied to be directly helpful, the 
evidence below focuses more on the others who graduated from fashion design-related or 
business-related programs. At the same time, evidence from non-related areas was also included 
as some participants believed their studies were still helpful in their role. 
The evidence below also shows the stages of the learning process from novice to middle 
to seasoned designer-entrepreneur as well as the learning support. This evidence was mostly 
collected from Finding #3 under trends and external influences, and from Finding #4, under 
support group. 
Table 9 




Knowledge Gap Fashion design-related: 
-School prepared me to go work for someone else. 
-No one encouraged interdisciplinary studies. 
-School was very behind in technology. 
-The different career options as a fashion designer were not taught. 
Fashion business-related: 
-The learning content in school was not very practical, even in fashion 
course. 
-The courses were focused on already established organizations. 
-There was no information on how the founders started their businesses. 
Non-related: 
-School taught me how to design, but not how to sell that design 
(Photography). 
-How to sell art was taught as if it was a linear path and it is not (Painting). 













-Family members with similar experiences. 
-Friends with needed information. 
-Joining online groups. 
-Finding more experienced designer-entrepreneur. 
What: 
-Decision making, business advice, and technical support. 
Middle 
How: 
-In-person observation, both customers and other designer-entrepreneurs. 
-Online observation and research, both customers and other designer-
entrepreneurs. 
-From observations and research, making changes as needed. 
-Revisiting prior skills and prior professional network. 
What: 
-Business growth and recognition/implementation of transferable skills. 
Seasoned: 
How: 
-Other designers or designer-entrepreneurs with similar technical skills and 
shared history. 
-Different connections for different needs (design, merchandising, and 
business). 
-Filtered observation at shows. 
-Selective learning and meetings. 
What:  
-Quality assurance, feedback for selling, and recognizing different needs. 
 
 
Knowledge gap. Designer-entrepreneurs, especially if they studied areas related to 
fashion design or fashion business, expected what they learned in school to be helpful in their 
entrepreneurial journey. Formal learning experience from schools varied quite a bit, even though 
it seemed related to designer-entrepreneurs. For fashion design-related programs, the program 
names list included fashion design, textile design, and fine crafts. For fashion business-related 
programs, the list included fashion merchandising, business, and management. 
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For those who studied fashion design, the overall experience was that it was very helpful 
for the participants’ role as a designer. The schools provided ways to explore different ideas and 
going through various steps to come up with a finished garment. There were group critiques to 
verbalize the creative process, receive feedback, and even offer valuable recommendations for 
the design process, but the learning continued only towards designing. In design classes, there 
was very little discussion on how to turn the finished garment into a marketable product and the 
class simply moved on to the next design project. 
Some designer-entrepreneurs studied business in school, with some specifically related to 
fashion and learning design skills in an informal setting. The more general business courses were 
geared towards students working for larger organizations after graduating. The learning involved 
how to run an established organization efficiently and there was little on the founders and how 
they started the businesses. The concept of being taught to work for someone else was also 
evident for those who studied fashion business. Often called merchandisers, they were prepared 
to fill positions in creating visual displays, wholesale buying, and retail management, but again 
leading them to work for a fashion company.  
The participants agreed that the schools would have better prepared them for the 
designer-entrepreneur role if they offered more interdisciplinary courses. In their experience, 
fashion design was often grouped with other arts programs and business programs were set apart. 
In some schools, fashion design and fashion merchandising programs were under one division or 
department, but different courses were required for each program, leaving little room for 
interdisciplinary interaction. 
Among non-related program graduates, participants who majored in the arts found what 
they learned to be helpful in creating garments. However, similar to participants who graduated 
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from fashion design programs, they also said they were not taught to sell the product. When that 
was taught, it was explained in a linear format. In reality, participants found the selling process 
to be complex with many options. Some participants with a fine arts degree stated they were 
discouraged to talk about art as a marketable product. 
Process of learning. In the earlier part of the designer-entrepreneur journey, when there 
was a learning need, the strategy seemed to form around who or where they could go. Many 
reached out to family and friends who they considered had related experience in designing the 
product or selling. There was a tendency to reach out to older friends and family for broader 
advice (how to start and operate a business) and more to peers or younger friends and family for 
technology-related needs (how algorithm works in online selling). 
When the needed person was not found in their immediate close circle, some novice 
designer-entrepreneurs took the initiative to reach out actively to others. In this process, it was 
important to find someone making a similar product who has been selling it for some time. They 
were content as long as they could connect with a designer-entrepreneur with more experience 
than they had. They did not seem too selective because they did not have too many options. 
Other novice designer-entrepreneurs turned to social media to connect with other 
designer-entrepreneurs for advice. As learning tools, they included reading information online, 
but it was the small online groups that supported their learning needs more. It was not 
necessarily meeting at a set time in an online setting, but more of the novice designer-
entrepreneur posting questions about designing and selling as they came up and others in the 
group responding. Using social media also allowed the novice designer-entrepreneurs to reach 
out to more people, as they often did not have many connections to begin with.  
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As the designer-entrepreneurs gained more experience, their learning pool and strategies 
grew as well. In the middle designer-entrepreneurs stage, they often combined both in-person 
and online learning. The in-person learning often started informally. Many designer-
entrepreneurs started in smaller craft fairs because the only requirement was to pay for the table 
fee. While they were there, they learned from directly interacting with customers, but also 
learned by observing other designer-entrepreneurs. They got ideas from watching how others 
used their selling space, displayed the products, and sold to the customers. As the designer-
entrepreneurs mostly sell alone, they often asked each other to watch their table when they 
needed to take a break. These conversations of reciprocity led to learning from observations to 
learning from interaction.  
Online learning became more focused at this stage because participants had a better 
understanding of what they needed to look for. Instead of simply searching for more craft fairs 
online, they had names of specific shows to consider from interactions with others. For higher-
priced products, they learned that juried shows would be a better marketplace for them. Many of 
the terms they used to perform the search were learned from in-person craft fairs. 
Another strategy that surfaced at this stage was making connections with prior 
knowledge. This did not imply designer-entrepreneurs simply recalled design or marketing skills 
from the past. As they gained a better understanding of their designer-entrepreneur role, some 
realized there were transferable skills they did not notice before. For example, one designer-
entrepreneur initially believed that her IT position in the past had nothing to do with her current 
role. After some time, instead of focusing on the design, she found herself thinking of the person 
who would be wearing what she made. She recalled her role in IT as being user-focused and how 
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it had to make sense to a non-IT person. From this, she used the same skills to design more 
products while thinking of the end user.  
By the time the designer-entrepreneurs entered the seasoned stage, they had collected 
many resources throughout the years. Their network pool had become somewhat narrower than 
the middle level, but they were simply being more selective. At the beginning of the journey, it 
was common for them to talk to anyone who seemed helpful. As seasoned designer-
entrepreneurs, it was more common for them to interact with the same small group of people. 
This was partly because the participants valued their opinions and this group knew the 
participants’ history.  
Seasoned designer-entrepreneurs had different networks for different purposes. They 
reached out to designer friends for design issues and friends in business for business-related 
issues. It is important to note that they were often referred to as friends because of their long 
professional relationships. This differed from novice designer-entrepreneurs reaching out to 
friends in their personal network. 
Seasoned designer-entrepreneurs were more aware of what they needed to know. 
Although they had been in the designer-entrepreneur role for 11-plus years and more years as a 
designer, participants often attended workshops to get new design ideas and, if applicable, made 
additional connections. It was similar with attending in-person shows. They continued to observe 
as they did when they were novice designer-entrepreneurs, but instead of simply observing, they 
were able to decide quickly if the information was applicable to their business or not.  
See Appendix H: Learning in Different Stages for a list of different dilemmas participants 




Synthesis and Interpretation 
Analytic Category 1: Embracing Entrepreneurship 
Creative calling. In grouping the reasons into meaningful categories, the researcher was 
influenced in part by Daniel’s (2018) research with designers; he found inner needs to be the 
motivation factor for them. He noted that rewards were important for inner needs—both intrinsic 
and extrinsic rewards. With designer-entrepreneurs, happiness comes in the process of making. 
When participants discussed their reasons for choosing to become designer-entrepreneurs, they 
all across categories expressed a sense of creative calling, a sense that this was what they were 
meant to do. At times, participants conflated the role of designer with the role of designer-
entrepreneur. This spoke to how they perceived themselves: some saw themselves as artists, 
while others saw themselves as predominantly operating a business with their designs. But it also 
made it difficult to discern whether this sense of destiny applied to the designer role or the 
designer-entrepreneur role (despite specific questions asked about the designer-entrepreneur 
role). Still, it was clear that for some, the destiny aspect applied mostly to the designer role, 
whereas others clearly applied it to the combined role. Added to this were positive feedback from 
others, which included recognition, and commercial reasons. The participants found value, both 
in the completed garment they made and from financial gain after a customer purchased the 
garment. Although the participants recognized that skills are needed for a designer and skills are 
needed for an entrepreneur, they did not necessarily see their designer-entrepreneur role as two 
independent roles. 
Prior to becoming designer-entrepreneurs, some participants worked as designers first. 
When participants discussed their reasons for choosing to become designer-entrepreneurs, they 
discussed the need for creative flexibility in their work. They shared that this was difficult to find 
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as employees for an apparel company. When they made suggestions, they were often turned 
down by their superiors. This led them to spend time outside work creating garments they 
wanted to design. Eventually, they wondered what they could do with what they had. 
For designer-entrepreneurs, the need for entrepreneurship surfaced because they were 
creating designs first. This indicated what Boyle and Joham (2013) termed an “intrinsic 
motivation to create art” (p. 157). The participants found this was a powerful motivator for 
creative individuals. For some participants, the goal was to make and sell from early on. For 
others, the idea to sell was formed as they continued making. Entrepreneurs in other industries 
generally start with a business or product idea. The designer-entrepreneurs all had an inventory 
of the products from what they were already making. It is important to note that customers 
purchasing their products made them feel like professionals, instead of the making being a hobby 
or only for personal use. The relationship between making and selling among the participants 
supported what Huws (2010) found, that “creative workers have to find a balance between the 
urge for self-expression and recognition and the need to earn a living” (p. 504).  
The artist mindset is demonstrated in the relationship between designer-entrepreneurs and 
their customers. The researcher noticed that this goes beyond the transactional relationship and is 
closer to an artist-patron relationship. The researcher heard customers calling the product “your 
design” or “your artwork.” Instead of saying they saw the product also at a retailer, some 
customers called it a “gallery” to describe the business setting that sells handmade garments. The 
researcher saw customers and other designer-entrepreneurs visiting the booths not only to make a 
purchase, but also to make connections. Thus, although the majority of the participants seemed 
to mostly work alone, sociality is needed in the process of making and selling (Kong, 2005; 
163 
 
Taylor, 2011; Valentine & Follett, 2010). Without customers, their identity as designer-
entrepreneurs would evaporate. 
Work and life experience. Entrepreneurs in general are described as being able to create 
solutions by combining resources, which then can lead to profit (Shane & Venkataraman, 2000). 
When questioning their career options, participants often started by asking themselves what they 
liked to do, what their skills were, and what other resources they had. This was particularly the 
case with fashion design program graduates because in the foundation courses, they learned the 
entire garment-making process by hand. Sewing machines were used, but that came at the very 
end of the garment construction. This may be time-consuming and inefficient for large apparel 
companies, but it will work well with independent apparel designers who make one garment at a 
time because they do not have to purchase much equipment. Other participants who did not 
graduate from fashion design programs all still had their own equipment and other materials 
needed to construct garments.  
Compared to other entrepreneurs, designer-entrepreneurs are able to start their business at 
a lower cost, in small scale, with what they already have. The participants in this study are not 
interested in growing their businesses to the point that they cannot be involved in the making 
process any longer. The general population may not see storefronts with designer-entrepreneur 
names or see their names in department stores, but in the fashion industry, smaller structure is 
more common (Ha-Brookshire & Lu, 2010), when 95% of the textile and apparel industry is 
considered small and medium-sized enterprises (Stoll & Ha-Brookshire, 2012). The designer-
entrepreneurs intentionally choose to stay small. 
It seems that the age at which one embarks on the entrepreneurial journey also affects 
one’s approach. The five novice designer-entrepreneurs who started their journey in their 20s 
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saw it as a low-risk endeavor. They believed that if they failed, it would not be too difficult to 
find an entry-level position. The situation was somewhat different for participants making the 
shift in mid-career or late-career. Considering that they had less time for their career, they tended 
to be more selective in how they built their business. For most of these participants, the 
opportunity to start a business surfaced while reacting to career and life changes. Among 
participants, although the particular changes were more negative than positive at the time, they 
shared that they were happier with where they were now. Companies have been specifically 
laying off highly compensated, often highly skilled, employees. The rise in entrepreneurship may 
be related to this tendency. Instead of staying discouraged by it, participants created a job for 
themselves, doing what they have always loved to do.  
Some participants decided to become designer-entrepreneurs to improve people’s lives. 
Participants designing adaptive clothing knew their garments would have a positive impact on 
patients and their caretakers. One definition for adaptive apparel is “a special clothing design 
made for people with an impairment, who face difficulties in dressing themselves” (Ahzer et al., 
2012, p. 2). The researcher also saw the difference this made on the customers. Wearing apparel 
similar to hospital gowns is a daily reminder that they are patients. Wearing adaptive clothing 
that looks like regular clothing had a positive impact, both physically and emotionally. This 
aligns with the argument that Ayachit and Thakur (2017) made, that adaptive clothing “should be 
aesthetically appealing and should follow the current fashion trends wherever possible; they 
should be easy to wear by themselves; they should be easy to care for and also provide the 
wearers with a sense of physical and mental comfort” (p. 904). Unlike other existing adaptive 
clothing, the ones by these participants met the criteria above. They started this journey because 
they knew the impact it would have on patients, based on their personal experiences. 
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With the designer-entrepreneurs in this study, there was evidence of wanting to address 
inner needs while receiving both intrinsic and extrinsic rewards (Daniel, 2018). They found self-
value in the making and selling process. 
Analytic Category 2: Adapting to Dual Roles 
As indicated previously, the participants see their role as designer as intrinsic to their 
person (i.e., something that has always been there). Consequently, the entrepreneurial role is 
viewed by most as something added to the design role. It is not surprising that the entrepreneurial 
role, in the view of the participants, is responsible for the challenges. This is true even when the 
challenges need to be met with changes in the design process. For most, this transition to 
designer-entrepreneur was met with what might be called a reality check. The researcher found 
that it was difficult for designer-entrepreneurs to address their current challenges when they 
lacked necessary information, either from not enough applicable personal experiences or from 
having difficulty finding extra personal knowledge. 
When designers become designer-entrepreneurs to sell their handmade garments, their 
past experiences shape how they form their expectations from their business. They put value into 
their work as they consider it an extension of who they are. This value can vary depending on 
their age, work experiences, and personal view of consumers. The designer-entrepreneurs 
initially did not start the business with specific goals, such as how many garments they were 
going to make, sell, and end with a certain amount of profit by the end of the day.  
The designer-entrepreneurs placed high value on their work, but often struggled with 
matching the value, both in design and self, to a monetary value. This was more apparent with 
the novice group (3-5 years of experience) because they had less experience in selling, which can 
be the needed validation when people purchase the garments and pay the price they request. 
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Without it, value is mostly formed by their personal experience. The younger participants were 
often used to their own spending habits on clothing. With the recent rise of fast fashion for 
consumers (Caro & Martinez-de-Albeniz, 2014), especially younger consumers, and seeing how 
cheap clothes have become, participants struggle with justifying the price for their garments. The 
older participants in the novice group also struggled with seeing their design as a high-value 
product. Although they occasionally buy from other makers, they are not the typical consumer 
who purchases high-end garments at juried fiber shows. The participants in the middle (6-10 
years of experience) and seasoned (11-plus years) groups appeared to be less uncomfortable with 
this process as they gained customers and built other business relationships. As more customers 
buy their garments directly or from retailers wanting to carry their garments in their stores, 
designer-entrepreneurs believe there is monetary value in their work—the external validation 
they need. 
As indicated in the literature review, risk plays a large role in the entrepreneurial 
experience. The perception of financial risks shared by the participants was somewhat different 
from the financial risks Hoogendoorn et al. (2019) listed for entrepreneurs, which were not 
making profit, not being able to continue their career as entrepreneurs, and losing time they put 
into the business. As these designer-entrepreneurs often started the journey with what they had, 
they shared that their startup cost was much lower, compared to other entrepreneurs. This does 
not imply that they did not care about making a profit. The low startup cost and the intrinsic 
motivation behind the making process allowed them to be more patient with their growth. There 
was a fear of not being able to continue one’s career as a designer-entrepreneur, but this had less 
to do with financial gain and more with self-value, as maximum profit was never part of their 
business goal. Regarding the time they put into the business, they saw the time needed to make 
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their products as an extension of what they were already doing. Regarding the time they put into 
the business operation, this was time they did not necessarily enjoy, but they needed to do so to 
make a living as a designer-entrepreneur. 
For designer-entrepreneurs, there was more emphasis on non-financial risks. The non-
financial risks for these designer-entrepreneurs were, in fact, similar to those experienced 
by other entrepreneurs. Hoogendoorn et al. (2019) listed the non-financial risks as negative 
impact on family relationship and one’s psychological well-being. As designer-entrepreneurs, 
participants shared that they had to make sacrifices, often cutting back on time spent with their 
family. While constantly thinking of work, they often talked about work with family members. 
In some cases, family members even asked participants to stop talking about the business. As for 
psychological well-being, the participants shared that although there was some fear from 
uncertainty, the making process itself brought self-value and satisfaction to their life. 
The researcher found that designer-entrepreneurs started with their own assumptions and 
asked questions throughout their journey. When something did not go as they expected, they 
asked questions to themselves first, then to others. This was more of seeking information they 
needed as a solution. More meaningful learning seems to surface when others ask questions, 
especially in areas they did not previously consider. These questions generally tend to come from 
other designer-entrepreneurs and customers. The questions were related to design, business, or 
both. This experience allowed them to discover what they did not know and need to know. From 
here, they seek out others again as needed or look into entrepreneurship programs to find the 
knowledge. 
These designer-entrepreneurs have spent many years designing and they plan to continue 
making their garments to sell. They see the entrepreneurial role as an add-on. Other 
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entrepreneurs initially design the prototype, but once it becomes a finished product that can be 
mass-produced, they can transition into working on launching the business. Unlike other 
entrepreneurs, designer-entrepreneurs have to continue to work on both. In some cases, designer-
entrepreneurs look for formal entrepreneurship programs to work through some of the 
challenges. This does not necessarily lead to a resolution of the entrepreneurial role challenges.  
It is important to note that the entrepreneurship program the five participants completed 
was not a program for which one can just sign up. It was a highly competitive program for which 
they had to apply, with a business idea ready for launch or already launched. The no-cost 
program led the participants through intense months of taking classes with other entrepreneurs, 
reflecting on the process as a group and individually, having weekly sessions with business 
mentors for questions and feedback, and, in some cases, receiving business funding at the end. 
Even with all this support, the participants found this experience only somewhat valuable 
because it did not directly help them address many of their unique challenges. In many cases, 
some parts of it seemed like unnecessary additional work.  
Dewey (1938) pointed out that for there to be “purposeful action,” there must be 
“foresight” and “desire” (p. 69). Foresight entails intellectually thinking through the problem at 
hand and includes observation of surroundings, knowledge about similar situations from the past 
(either from the individual’s own memory or external warnings or advice), and judgment about 
what this information means. Desire “gives ideas impetus and momentum” (p. 69). The 
participants in the study had the necessary desire to create purposeful action. However, in many 
cases, the elements for foresight were not attainable. Specifically, most participants did not have 
access to knowledge about similar situations: they did not have similar experiences from their 
own past, nor were they able to find external information that directly applied to their situations. 
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Thus, through analyzing the challenges of designer-entrepreneurs through the lens of learning 
theory, this researcher surmised that the challenges stemmed at least partly from insufficient 
access to past data which they could use to make effective decisions.  
The Lewinian Model asserted: 
This ineffectiveness results from an imbalance between observation and action—
either from a tendency for individual and organizations to emphasize decision and action 
at the expense of information gathering, or from a tendency to become bogged down by 
data collection and analysis. (Kolb, 1984, p. 22)  
 
Based on participants’ responses and the dearth of resources geared specifically to the needs of 
this group, this researcher suggests that the problem is not that participants “emphasize decision 
and action at the expense of information gathering,” but that there is very little information to 
gather, or that pertinent information, when available, is not presented in a way that is geared 
towards them. 
Analytic Category 3: Learning How and What 
Knowledge gap. Participants stated that there was a gap between what they learned in 
their formal education setting compared to the skills they needed as designer-entrepreneurs. It is 
important to consider that they were reflecting on their former education in light of their current 
role as designer-entrepreneurs now. Some participants shared that they had always wanted to 
design. As students, they may have been content working for a company as a designer in the 
future, so they may not have been actively seeking content applicable to their entrepreneurial 
journey. In some cases, the decision to become a designer-entrepreneur was made after 
graduation and after their experience in the job market or the industry. Other participants were 
more specific that they knew they always wanted to become a designer-entrepreneur, not just a 
designer. Still, there was a difference between thinking of the desired outcome and taking actions 
for the desired outcome. This does not imply that as students, they learned in a passive way. 
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Participants shared that formal education prepared them to create, but did not teach them to sell 
or prepare them to work for a company. It implies that even if they knew as students that they 
wanted to be designer-entrepreneurs, it would require creating one’s own learning, which would 
have been extremely challenging. This would mean more learning in addition to the demanding 
coursework, particularly in an area with which they would have been unfamiliar.  
Process of learning. All participants became designer-entrepreneurs after college. 
Although there were helpful elements in their formal education, they shared they learned what 
they needed more from experience (following Kolb’s 1984 cycle), combined with self-directed 
learning (online resources, seeking out specific groups, mentors, etc.). Even entrepreneurship 
programs, often created around experiential learning, may not prepare students for the self-
directed learning competence they needed to be successful: “Despite the relevance of a learning 
competence that undergirds individuals’ adaptability, it does not feature prominently in 
entrepreneurship education” (Morris & Konig, 2021, p. 24). The researchers posited that “SDL 
competence is a fundamental component of entrepreneurial competence” (p. 25). 
Here is more systematic presentation of how participants go through the four stages in 
Kolb’s (1984) Experiential Learning Model. They go through a show (concrete experience), then 
they think about what went well and what did not (reflective observations). In between shows, 
they think about what they can do better next time, in both designing and selling (abstract 
conceptualization). At the next show, they test out what they thought of (active experimentation). 
All participants shared this as a cycle they go through after every show, whether there were good 
or bad experiences. It is through multiple cycles that learning, which includes “longer-term 
mastery of generic classes of situations,” happens (p. 34). Going through the cycle once would 
be more akin to what is labeled “performance” or “short-term adaptations to immediate 
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circumstances” (p. 34). While going through these cycles repeatedly, the participants move 
towards learning.  
This model alone may not be the most efficient way to do things and does not completely 
represent what the participants experienced. After a bad show experience, participants could 
have simply decided to not take part in the same show. Instead of solely relying on their 
experiences, participants took the initiative to reach out to others for additional information 
before they made a decision. Basically, somewhere in between reflective observations and 
abstract conceptualization, they needed additional resources outside their personal experience to 
make the decision. This is why all the participants relied on an additional learning process when 
learning what they need. Some participants even said “self-directed” while describing their 
learning process. Self-directed learning aptitude is particularly valuable for entrepreneurs 
because of its connection to adaptability—an attribute vital to surviving the unpredictability of 
entrepreneurship (Morris & Konig, 2021). Through Knowles’ (1975) linear SDL model, we get a 
sense of how this plays out in relation to the experiential model. Through experience, 
participants diagnose their learning needs (step 2 of Knowles), they formulate learning goals 
(step 3), and they identify learning resources (step 4).  
Thus, participants moved through the experiential learning cycle to identify the gaps in 
their knowledge and subsequently moved into the self-directed learning progression. It is through 
the self-directed learning processes that participants identified and obtained the learning 
resources. The learning process for participants was an amalgam of experiential and self-directed 
learning. 
The resources that participants most often referred to can be grouped under the term 
social networks. Most participants indicated that they have used this type of resource to learn 
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from and grow as designer-entrepreneurs. Most of these groups are made up of people with 
similar goals and interests. To find the right people, participants formed their own personal 
network, joined professional guilds, or moved into an artist studio building. This does not mean 
that the networks are made up solely of designer-entrepreneurs. They found the discussions and 
questions from their own networks to be highly valuable. 
Based on what participants shared, it was evident that experiential learning was needed, 
followed by self-directed learning, then back to experiential learning. However, the approach and 
what they learned varied depending on their experience as a designer-entrepreneur. It was also 
different because of the time it takes to build a needed network. 
For novice designer-entrepreneurs, the learning need was broader because they knew that 
they had to learn but were unsure of what they needed to learn. The process was more reactive, 
generally, after facing a problem. The learning was geared towards addressing surface-level 
issues. After doing some research on their own, they often reached out to friends and family with 
some business experience. If there was no one in their immediate circle, they joined online 
groups or made efforts to find and connect with a more experienced designer-entrepreneur. From 
their networks as novice designer-entrepreneurs, they received business advice and technical 
support, with design challenges and technology related to the selling process. With this 
information, they learned to be the decision maker in their business. 
As middle-level designer-entrepreneurs, they learned from observing more. There was 
observation in the earlier stage too, but with more experience, they were able to filter what was 
applicable for them. It is unlikely that a customer would buy an expensive garment online from a 
designer-entrepreneur with whom they were unfamiliar. So many designer-entrepreneurs relied 
on juried shows to sell in person, hoping for repeat customers to visit their websites. At the 
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shows, they learned from their own experiences, but also from observing customers in general 
and other designer-entrepreneurs. They continued the observation and research process in online 
marketplaces too, but definitely more in person. There was more reflection during this stage. It is 
interesting that some participants were able to revisit their prior skills and prior professional 
network, which they had thought was not helpful in the beginning. As they gained more 
experience, some were able to make the mental connection needed to see prior skills as 
transferable skills. In this stage, they learned to grow their business (including their design 
skills). This is partly because they perceived that passing the 5-year mark moved the business 
from survival mode to growth mode. They also learned to recognize and implement the 
transferable skills. 
For seasoned designer-entrepreneurs, the network becomes smaller compared to the 
middle level. In their 11-plus years as designer-entrepreneurs, their business relationships grew 
and they met many individuals. At the same time, they became more selective about who they 
seek out for learning resources. Instead of going to any designer-entrepreneur, they find other 
designers or designer-entrepreneurs with similar technical skills and shared history. This could 
be from selling in similar marketplaces and often knowing each other’s life history. At this stage, 
they are selling more at highly selective juried shows and less often at craft fairs. They learn to 
go to different individuals for different needs. The observation at shows continues, but it is even 
more narrowed down compared to the middle level. Due to the competitive juried process, they 
rely on their network to learn the quality expected for different shows. From surrounding 
themselves with others who are similar, they receive feedback for selling, which works in their 
own marketplaces. Seasoned designer-entrepreneurs have learned to be more efficient in their 
learning, compared to novice or middle-level designer-entrepreneurs. At this stage, they learn to 
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clearly recognize what they need. Therefore, instead of reacting to a problem, they become more 
proactive in finding opportunities. 
Revisiting the Researcher’s Assumptions 
As discussed in Chapter I, the researcher held three assumptions related to this study. The 
following discusses each of the initial assumptions in light of the findings from Chapter IV and 
the analysis in this chapter. 
The first assumption was that although this is a business, the motivation for starting and 
maintaining the business for designer-entrepreneurs goes beyond solely making profit. This 
assumption was supported by the study’s first finding. All participants discussed the desire to 
create garments and make a living by selling what they made. Between the internal and external 
factors contributing to their role as a designer-entrepreneur, fulfilling the inner need was more 
important for participants. In other parts of the findings, many openly shared that they were 
earning less than what they earned in their previous professional roles. This was evident in 
designer-entrepreneurs at all stages. It is true that they were considering profit while selling their 
handmade garments with a price that factored in their skills and the time taken to make the 
product. At the same time, they recognized the inefficiencies of their method if profit were the 
primary goal. To them, the integrity of making process was more important. 
The second assumption was that the skills needed as a DIY fashion designer and the 
skills needed as an entrepreneur are different. This assumption was supported by the second and 
third findings. An overwhelming majority of participants stated that the challenges were from 
operating the business. In general, they found one person performing the dual role to be very 
demanding, especially in the beginning as they learned what they did not know and needed to 
know. They found the two roles were often in conflict. The designer side encouraged the 
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participants to design garments that were aesthetically pleasing or functional. The entrepreneur 
side often discouraged the design idea because of material cost and the time needed to finish the 
garment.  
The participants also recognized a knowledge gap between their formal education and 
their entrepreneurial reality. Half of the participants graduated from what they perceived to be 
related programs (fashion design, fashion merchandising, and business) for their role, yet they 
did not believe it prepared them for it. Additionally, some participants who completed a 
community-based entrepreneurship program did not believe that it had fully prepared them.  
The third assumption was that the learning experience of becoming and maintaining the 
role of a designer-entrepreneur was fundamentally self-directed. This assumption was based on 
the researcher’s knowledge of designers in general who continue to learn by improving their 
designs, but also because the researcher imagined that they would be learning the dual role while 
working, without an instructor. The assumption was partly true and supported by Findings 3 and 
4. Participants recognized that they had to first understand what they needed to learn from 
experience (i.e., experiential learning). From experience and reflection, they identified what they 
needed to learn. Then they were able to create self-directed learning. What they learned from 
self-directed learning was brought back to the experiential learning cycle and allowed 





CONCLUSIONS AND RECOMMENDATIONS 
This chapter presents the conclusions the researcher has drawn from this study. The 
discussion of conclusions is followed by the researcher’s recommendations. 
Conclusions 
The researcher drew four conclusions based on the findings that emerged from this study. 
Conclusion 1 
The motivation for becoming designer-entrepreneurs is to address inner needs, which 
require both intrinsic reward and extrinsic validation. Prior to becoming designer-entrepreneurs, 
the individuals were designers first. Their initial inner need was to create designs. For the fashion 
designers who recognized this need early on, they majored in Fashion Design or a related 
program and worked as a professional designer. The fashion designers who became designer-
entrepreneurs followed this path because they found their intrinsic need was not being met while 
employed. The design process was restrictive and unfulfilling while being employed. They began 
to wonder what it would be like to create the garments they wanted to design. Others have 
created garments for some time, but never worked as fashion designers. When they found 
themselves thinking about design ideas and creating garments, often spending more on this than 
their job, they began to wonder if it would be possible for them to make a living doing what they 
love. For designers to become designer-entrepreneurs, extrinsic validation is required in addition 
to addressing intrinsic needs. This may start with people complimenting their designs, but what 
really validates the idea is strangers paying for their handmade garments and becoming 





For designer-entrepreneurs, most of the challenges stem from the entrepreneurial part 
because they lack the information needed for this aspect of the dual role. Designer-entrepreneurs 
saw the entrepreneurial role as an add-on, in order to make a living as a designer creating 
garments they wanted to. They did not necessarily see it as a new or completely different career 
option and often started the entrepreneurial journey not well prepared. This was partly because 
they did not know what they needed to know in the beginning. They started simply thinking they 
could sell what they made. They spent time researching and preparing, but what they found may 
or may not have been applicable for their specific business. As they operated their business and 
problems surfaced, they began to identify what they needed to know. 
Conclusion 3 
Designer-entrepreneurs learn through experiential and self-directed learning. For 
designer-entrepreneurs to recognize what they needed to learn, they had to experience the dual 
role and reflect on what they experienced. Thus, whether it was a good or bad experience, during 
reflection, the designer-entrepreneurs started to ask what went right and what went wrong. At 
this point, they identified opportunities or problems they did not know prior to the experience. 
From here, it stemmed off to self-directed learning. Before moving forward based on experience 
and reflection, they sought out additional information. Once the needed knowledge was obtained, 
they returned to the experiential learning cycle for additional reflection and eventual 







The main learning strategies for designer-entrepreneurs consist of finding or forming 
social networks for their design and business needs and developing their own learning habits. 
This is part of the self-directed learning process discussed in Conclusion 3. As it was common 
for designer-entrepreneurs to start their business alone, and often continue operating the business 
alone, they saw there were limitations in finding the information they needed. To find others 
like-minded, some joined formal organizations such as a craft guild or a local entrepreneurship 
network, and others created informal networks by connecting with other designer-entrepreneurs 
from in-person shows or online marketplaces. In addition to providing support needed for design 
and business, the social networks also provided emotional support throughout what was likely an 
isolating journey. From seeing how others in their social networks operated their own business or 
from hearing the feedback they received from other designer-entrepreneurs, they took what was 
applicable for their own business. As they gained experience, designer-entrepreneurs developed 
and adapted their learning habits to meet the needs of the business. 
Recommendations 
This section offers recommendations for educators and current designer-entrepreneurs. 
Recommendations for Educators 
1. Fashion educators: For fashion design educators, there should be opportunities in the 
curriculum where students have the option to explore fashion entrepreneurship or 
making a living as a designer-entrepreneur. For students to be able to recognize their 
specialty area, fashion design programs make the students go through designing 
tailored clothing, knitwear, intimate apparel, eveningwear, and so on. It is only after 
these experiences that students realize their strengths and preferences. Similar to this, 
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it would be difficult for students to see fashion entrepreneurship as a career option 
unless they experience it first. To start the experience, instead of discussing only the 
design elements during a class critique, the discussion could include an option of how 
to price and market this garment. From this, it could lead to offering a course as an 
elective. For fashion merchandising educators, there should be opportunities for 
design students and merchandising students to work more closely together. This 
collaborative learning will lead to students gaining a deeper understanding of the 
design part and the business part of fashion. In addition to preparing students to work 
for larger organizations, fashion educators must respond to the rise in the 
entrepreneurial interest of their students.  
2. Entrepreneurship educators: For entrepreneurship educators, it is important to 
consider recent research emphasizing the teaching of adaptability in entrepreneurship 
education (Morris & Konig, 2021). Entrepreneurship education has been drawing 
students from different disciplines with business ideas. As diverse as student 
backgrounds may be, both well-known and lesser-known cases should be used to 
illustrate different business models. In general, well-known cases used as examples in 
the classroom are often examples of very successful entrepreneurs to which students 
or new entrepreneurs may have a difficult time relating. In addition, in many of th/ese 
well-known cases, the problem and the solution are presented as if they were a 
formula to follow. Even if presented as an open-ended case study, however, the fact 
that it is well-known presents its own problems. As an educator, the researcher has 
seen students looking up well-known cases on the internet to read how the problem 
was resolved instead of attempting to come up with a solution for the given problem 
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on their own. One way to teach adaptability would be to collect dilemma stories from 
past student entrepreneurs or new entrepreneurs and present these problems first 
without any solutions. This can start as an individual assignment, but group 
discussion would be crucial for students to see other perspectives and to talk through 
the pros and cons of different solutions. It is important for students to know that there 
is no one right answer. Looking specifically at designer-entrepreneurs, this is a 
business, but it goes beyond making profit. Perhaps it can be approached in a similar 
way for addressing social entrepreneurship. Students interested in becoming designer-
entrepreneurs have a difficult time processing information they cannot relate to, such 
as when they are advised to make major design changes for efficiency and cost 
reduction. For these creative individuals, the design comes first, followed by the 
profit. Also, some part of the learning should continue outside the classroom. 
Educators must put forth more effort and resources to find and connect appropriate 
mentors to students. Students often do not know professionals in the industry in 
which they are interested. Although educators may not be in the industry, they have 
some access through program advisory boards or local networks. Creating 
opportunities for students to connect with the right mentor will be valuable in helping 
students shape their future plans. 
Recommendations for Current Designer-entrepreneurs 
1. Novice (3-5 years of entrepreneurial experience): Novice designer-entrepreneurs 
should set a clear goal and constantly revisit that goal. During this time, many 
designer-entrepreneurs are aware of how high the failure rate is for small businesses. 
They often do whatever is needed to keep the business open. The business may have 
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started with the simple desire to sell the garments they made, but that has to be 
refined. Without a clear goal, it is easy for the business to be changed by what others 
say, including what customers and other designer-entrepreneurs say. Some novice 
designer-entrepreneurs shared that while making changes to what others suggested, it 
was easy to forget or put aside what they wanted to do in the first place. Although 
what others say is valuable, the designer-entrepreneur is the decision maker in the 
business. It is important to check one’s goals again, so the business evolves as the 
designer-entrepreneur wants it.  
2. Middle (6-10 years of entrepreneurial experience): Middle-level designer-
entrepreneurs should explore more options to market their garments. As the business 
grows, it is easy for them to be comfortable in the way their garments are sold, 
especially if they are doing well. However, if they start exploring new options when 
there are problems, there may not be enough time for the business to grow in a new 
marketplace. For example, a middle-level designer-entrepreneur started working on 
her website before many other designer-entrepreneurs had one. She was selling well 
in her own store and at different shows, but worked on building the website at the 
same time. When stores shut down from COVID-19 and when fewer customers 
returned during reopening, she was able to sell more online because customers were 
already familiar with it. It is advised to look for opportunities while the business is 
successful. 
3. Seasoned (11 plus years of entrepreneurial experience): Seasoned designer-
entrepreneurs should continue to observe their customers and put effort into bringing 
new customers in with design and business changes. At this point, many designer-
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entrepreneurs have returning customers who have been buying from them for years. 
At some point, the customers may go through life changes. They may retire and 
realize they do not need or can afford handmade garments. One piece of advice 
offered by seasoned designer-entrepreneurs was to make the design fresh every few 
years, so returning customers are both familiar with the design and feel as if they are 
purchasing something new. Another piece of advice was to continue to learn. With all 
their experience, it is easy to create designs and sell in a way that one already knows. 
To bring in new customers, different methods have to be learned and tried in both 
designing and selling. 
Recommendations for Further Research 
1. A study should be conducted surrounding the terms to describe the designer-
entrepreneurs. With 20 participants in this study, the terms they identified with 
were fashion designer, DIY designer, artist, maker, artisan, crafter, among others. 
Some specifically used terms related to their skills, such as knitter, sewer, dyer, 
and so on. This may provide some clarification for educators and researchers, but 
it may also be an opportunity for designer-entrepreneurs to market themselves 
properly. 
2. Future studies should include different participant samples; some examples  
may include male designer-entrepreneurs, non-college graduates, designer-
entrepreneurs living in rural places near fiber farms, or designer-entrepreneurs 
who quit the journey. Another important area that needs to be studied is the role 
that race and ethnicity play in the participants’ experience. 
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3. Studies on what participants learn in different contexts may be another area to 
explore. Many marketplaces often draw specific businesses and specific 
customers, which may also lead to different participant samples. This would 
allow for an opportunity to examine different entrepreneurial experiences. 
Reflections on Research 
The following are the researcher’s reflections which provide additional information and 
personal thoughts on how the sample search evolved and the effects of COVID-19 as the 
research was taking place. 
Incidental Sample Biases 
Based on the literature and the researcher’s personal experiences, the researcher knew 
there were many designer-entrepreneurs, especially in online marketplaces, who were working 
part-time. While looking for full-time designer-entrepreneurs who have been making and selling 
for some time and earning a living this way, the high-end juried shows and open studio 
marketplaces became the places to start the sample search in person. The 20 participants all  
met the required criteria for this study. 
By focusing on more selective marketplaces, the researcher realized the similarities 
among participants. Essentially, potential participants who may be unfamiliar with the 
application process of high-end marketplaces or who simply could not afford some of the more 
expensive fees were left out. This may have occurred because the marketplaces which the 
researcher visited were mostly in the New England area, and the majority of designer-
entrepreneurs and the majority of customers were Caucasian females. Based on the price of  
the handmade products sold, it was likely that the customers were also financially well-off. As 
stated in the recommendations for further research, marketplaces in other locations that draw 
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different designer-entrepreneurs and different customers with different racial, ethnic, and 
socioeconomic backgrounds will likely represent the population that the researcher may have 
missed in the present research. 
Timeframe: Before and After COVID-19 
Nineteen of the 20 individual interviews were conducted in the fall of 2019. In general, 
this is the busiest selling time for designer-entrepreneurs as they sell at different marketplaces for 
the holidays, both in person and online. Although they were extremely busy and physically 
exhausted, the researcher sensed that they were in high spirits. The researcher offered to meet 
after the busy season, but the fact that they were willing to meet her nonetheless was indicative 
of their energy. The last individual interview was conducted in mid-January 2020, right after the 
busy season ended. 
By contrast, the two focus group settings, which took place in May 2020, were very 
different from the interviews. During the interviews, the participants were most likely at their 
financial peak, with both intrinsic rewards and extrinsic validation at their highest point. During 
the focus groups, which took place at the beginning of the COVID lockdowns, participants were 
at their lowest point. When originally scheduling the May focus study, the researcher intended 
for the participants to speak as a group after having time to rest, reflect, and prepare for spring 
marketplaces. Instead, it had become probably the most uncertain time participants have faced in 
their entrepreneurial journey. Shows were cancelled and customers stopped their orders; those 
with stores or studios with retail spaces had to navigate ever-changing restrictions while still 
paying rent. Although the participants did their best to respond to the researcher’s questions, the 
focus continually returned to the crisis they were facing.  
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The researcher is writing this reflection in May 2021. Since the focus groups, some 
participants have shared with the researcher that some marketplaces decided to have outdoor 
events, while other marketplaces have come up with a completely new online marketplace where 
the customers can still interact with the designer-entrepreneur virtually, much like walking up to 
a booth. Many, though not all, existing online customers have started ordering online again. 
Since more people have resumed shopping online in general, participants have also seen new 
customers ordering their products online. Now, with the vaccination becoming more readily 
available, many shows are returning in person. As far as the researcher knows, none of the 20 
participants have quit their entrepreneurial journey. Perhaps the next research will be related to 




Abnett, K. (2015). Do fashion trends still exist? Business of Fashion. Retrieved from 
https://www.businessoffashion.com/articles/intelligence/fashion-trends-still-exist 
 
Ahzer, N., Saeed, M., & Kalsoom, S. (2012). Adaptive clothing for females with arthritis 
impairment. Journal of University Medical & Dental College 3(2), 52-59. 
 
Aldrich, H. (1989). Networking among women entrepreneurs. In O. Hagan, C. Rivchun, & D. 
Sexton (Eds.), Women-owned businesses (pp. 103-132). Praeger. 
 
Allred, A., & Addams, L. (2006, Spring/Summer). After receiving financing, do INC. 500 
companies continue to utilize their business plans. Journal of Small Business Strategy, 
17, 17-26. 
 
Andrews, K. R. (1980). The concept of corporate strategy (2nd ed.). Richard D. Irwin. 
 
Aquino J. M., & Roper, J. L. (2018). Intraindividual variability and validity in smart apparel 
muscle activity measurements during exercise in men. International Journal of Exercise 
Science, 11(7), 516-525. 
 
Arthur, M. B., Khapova, S. N., & Wilderom, C. P. M. (2005). Career success in boundaryless 
career world. Journal of Organizational Behavior, 26, 177-202. 
 
Audretsch, D. B., & Thurik, A. R. (2000). Capitalism and democracy in the 21st century: From 
the managed to the entrepreneurial economy. Journal of Evolutionary Economics, 10(1), 
17-34. 
 
Auther, E. (2008). Fiber art and the hierarchy of art and craft, 1960-1980. The Journal of Modern 
Craft, 1(1), 13-34. 
 
Ayachit, S., & Thakur, M. (2017). Functional clothing for the differently abled. Indian Journal 
of Public Health Research & Development, 8(4), 904-913. 
 
Bakhtin, M. M. (1981). The dialogic imagination: Four essay. University of Texas Press. 
 
Baldwin, C. Hienerth, C., & von Hippel, E. (2006). How user innovations become commercial 
products: A theoretical investigation and case study. Research Policy, 35(9), 1291-1313.  
 
Banks, M., Lovatt, A., O’Connor, J., & Raffo, C. (2000). Risk and trust in the cultural industries. 
Geoforum, 31, 453-464. 
 





Barteisman, E., Scarpetta, S., & Schivardi, F. (2005). Comparative analysis of firm in Industrial 
and Corporate Change, 14(3), 365-391. 
 
Becker, H. (1998). Tricks of the trade: How to think about your research while you’re doing it. 
University of Chicago Press. 
 
Bergmann, H., Hundt, C., & Sternberg, R. (2016). What makes student entrepreneurs? On the 
relevance (and irrelevance) of the university and the regional context for student start-
ups. Small Business Economics, 47, 53-76. 
 
Bhide, A. (1994, March/April). How entrepreneurs craft strategies that work. Harvard Business 
Review, 150-161. 
 
Bhide, A. V. (2000). The origin and evolution of new business. Oxford University Press. 
 
Blank S. (2011, March 8). A new way to teach entrepreneurship—The lean launchpad at 
Stanford: Class 1. [Web log]. Retrieved from http://steveblank.com/2011/03/08/a-new-
way-to-teach-entrepreneurship-the-lean-launchpad-at-stanford-class-1/ 
 
Block, J., Sandner, P., & Spiegel, F. (2015). How do risk attitudes differ within the group of 
entrepreneurs? The role of motivation and procedural utility. Journal of Small Business 
Management, 53(1), 183-206. 
 
Bloomberg, L. D., & Volpe, M. (2016). Completing your qualitative dissertation: A road map 
from beginning to end (3rd ed.). Sage. 
 
Bolden, N., Clark, C., & Agbodzakey, J. (2020). Manufacturing matters: A case study of 
Alabama. Journal of Economics and Sustainable Development, 11(6), 104-113. 
 
Bond, G. (2008). A nation of crafters. Publishers Weekly, 255(32), 20-24. 
 
Borgatti, S. P., & Cross, R. (2003). A relational view of information seeking and learning in 
social networks. Management Science, 49(4), 432-445. 
 
Bosma, N., Content, J., Sanders, M., & Stam, E. (2018). Institutions, entrepreneurship, and 
economic growth in Europe. Small Business Economics, 51, 483-499. 
 
Boyle, S., & Joham, C. (2013). The informal economy and the arts: A two-country perspective. 
The Journal of Arts Management, Law, and Society, 43(3), 153-166. 
 
Breiger, R. L. (2004). The analysis of social networks. In Handbook of data analysis (pp. 505-
526). Sage. 
 





Breunig, M. (2009). Teaching Dewey’s experience and education experientially. In B. Stremba 
& C. Bisson (Eds.), Teaching adventure education theory: Best practices (pp. 122-128). 
Human Kinetics. 
 
Brockhaus, R. H. (1980). Risk taking propensity of entrepreneurs. Academy of Management 
Journal, 23(3), 509-520. 
 
Brookfield, S. (1995). Adult learning: An overview. In A Tuinjman (Ed.), International 
encyclopedia of education. Pergamon. 
 
Brown, R. (2007). Promoting entrepreneurship in arts education. In C. Henry (Ed.), 
Entrepreneurship in the creative industries (pp. 126-141). Edward Elgar. 
 
Brush, C. G. (1992). Research on women business owners: Past trends, a new perspective, and 
future directions. Entrepreneurship Theory and Practice, 16(4), 5-30. 
 
Brush, C. G., Greene, P. G., Hart, M. M., & Haller, H. S. (2001). From initial idea to unique 
advantage: The entrepreneurial challenge of constructing a resource base. Academy of 
Management Executive, 15(1), 64-78. 
 
Bureau of Labor Statistics (BLS). (2021). Economic news release. Retrieved from 
https://www.bls.gov/news.release/srgune.nr0.htm 
 
Bureau of Labor Statistics, U.S. Department of Labor. (2021). Occupational outlook handbook, 
Fashion designers. Retrieved from https://www.bls.gov/ooh/arts-and-design/fashion-
designers.htm 
 
Burke, S. (2008). Fashion entrepreneur: Starting your own fashion business. Burke Publishing. 
 
Buttner, E. H., & Moore, D. P. (1997). Women’s organizational exodus and entrepreneurship: 
Self-reported motivations and correlates with success. Journal of Small Business 
Management, 35(1), 34-46. 
 
Bygrave, W. D. (1995). Moms-and-pops, high potential startups, and intrapreneurship: Are they 
part of the same entrepreneurship paradigm? In J. A. Katz & R. H. Brokhaus (Eds.), 
Advances in intrapreneurship, firm emergency and growth (pp. 1-20). JAI Press. 
 
Candy, P. C. (1991). Self-direction for lifelong learning. A comprehensive guide to theory and 
practice. Jossey-Bass. 
 
Caro, F., & Martinez-de-Albeniz, V. (2015). Fast fashion: Business model overview and research 
opportunities. In N. Agrawal & S. A. Smith (Eds.), Retail supply chain management: 









Carranza E., Dhakal C. S., & Love, I. (2018). Female entrepreneurs: How and why are they 
different? Jobs Working Paper, 20. International Bank for Reconstruction and 
Development/The World Bank. 
 
Chandler Jr., A. D. (1977). The visible hand: The managerial revolution in American business. 
Harvard University Press. 
 
Chu, J. (2014). How did Tory Burch build a $1 billion brand so quickly? Patience. Fast 
Company. Retrieved from https://www.fastcompany.com/3034223/how-did-tory-burch-
build-a-1-billion-brand-so-quickly-patience 
 
Copp, M. A. (2008). Emotions in qualitative research. In L. M. Given (Ed.), The Sage 
encyclopedia of qualitative research methods (pp. 249-252). Sage. 
 
Cortright, J. (2006). Making sense of clusters: Regional competitiveness and economic 
development. The Brookings Institution. 
 




Council of Fashion Designers of America. (2019). Fashion calendar. Retrieved from 
https://cfda.com/fashion-calendar 
 
Craig, J., Martin, R., & Horridge, P. (1997). Apparel manufacturing business owners: A gender 
comparison. Arx Textrina: A Journal of Textiles and Costume, 23, 97-117. 
 
Creswell, J. W. (2007). Research design: Qualitative inquiry and research design: Choosing 
among five approaches (2nd ed.). Sage. 
 
Creswell, J. W. (2009). Research design: qualitative, quantitative, and mixed methods 
approaches (3rd ed.). Sage. 
 
Creswell, J. W., & Plano Clark, V. L. (2011). Designing and conducting mixed methods research 
(2nd ed.). Sage. 
 
Daniel, R. (2018). Motivation to be an artist: Insights relevant to mental health. International 
Journal of Innovation, Creativity and Change, 4(3), 21-32. 
 





Dess, G. G., & Robinson, R. B. (1984). Measuring organizational performance in the absence of 
objective measures: The case of a privately-held firm and conglomerate business unit. 
Strategic Management Journal, 5, 265-273. 
 
Dias, L. P. (2008). Core concepts in fashion. McGraw-Hill Irwin. 
 
Dickerson, K. G. (1999). Textile and apparel in the global economy (3rd ed.). Prentice-Hall. 
 
Donovan, A. M. J. (2015). Entrepreneurship and innovation. Education + Training, 57(1), 74-87. 
 
Dunne, T., Klimek, S. D., & Roberts, M. J. (2005). Exit from regional manufacturing markets: 
The role of entrant experience. International Journal of Industrial Organization, 23(5-6), 
399-421. 
 
Elborgh-Woytek, K. (2013). Women, work and the economy: Macroeconomic gains from gender 
equity. International Monetary Fund. 
 
Elenurm, T. (2012). Entrepreneurial orientations of business students and entrepreneurs. Baltic 
Journal of Management, 7(2), 217-231. 
 
Elias, D. M., & Berg-Cross, L. (2009). An exploration of motivations of fine art students in 
relation to mental and physical well-being. Journal of College Student Psychotherapy, 
23(4), 228-238. 
 
English, L. (2005). International encyclopedia of adult education. Macmillan. 
 




Etsy. (2021). Fees & payment policy. Etsy. Retrieved from https://www.etsy.com/legal/fees/ 
 
Faerm, S. (2012). The evolution of fashion design education. International Journal of 
Humanities and Social Science, 2(23), 210-219. 
 




Fasanella, K. (2006). Non disclosure agreements, myths and patents. Fashion-Incubator. 
Retrieved from https://fashion-incubator.com/non_disclosure_agreements_myths_ 
and_patents/ 
 
Fasci, M. A., & Valde, J. (1998). A performance contrast of male- and female-owned small 




Fashion Institute of Technology (FIT). (2013). Fashion Institute of Technology undergraduate 
catalog. Retrieved from http://www.fitnyc.edu/8187.asp 
 
Fashion Institute of Technology (FIT). (2015). Curriculum. Retrieved from https://www.fitnyc. 
edu/2140.asp 
 
Feifer, J., Giacobbe, A., Keohane, J., Kroth, M., Rockwood, K., & Schomer, S. (2018). What’s 
the worst that could happen? Entrepreneur, 46(3), 50-57. 
 
Feldman, M. P., Francis, J., & Bercovitz, J. (2005). Creating a cluster while building a firm: 
Entrepreneurs and the formation of industrial clusters. Regional Studies, 34(1), 129-141. 
 
Fenwick, T. J. (2003). Learning through experience: Troubling orthodoxies and intersecting 
questions. Krieger. 
 
Fenwick, T., & Hutton, S. (2000). Women crafting new work: The learning of women 
entrepreneurs. Proceedings of the 41st Adult Education Research Conference, University 
of British Columbia, Vancouver, B.C. Canada. Retrieved from http://www.ualberta.ca/ 
~tfenwick/ext/pubs/print/aerc.htm 
 
Fontaine, R. (2021). How can management accounting become more relevant to students in the 
fashion and design industry? 20th International Marketing Trends Conference. Venice, 
Italy. Retrieved from http://archives.marketing-trends-congress.com/2021/pages/PDF/ 
069.pdf 
 
Freire, P. (1970). Pedagogy of the oppressed. Continuum International. 
 
Galbraith, J. K. (1967). The new industrial state. Houghton Mifflin. 
 
Gasse, Y. (1982). Elaborations on the psychology of the entrepreneur. In C. A. Kent, D. L. 
Sexton, & K. H. Vesper (Eds.), Encyclopedia of entrepreneurship (pp. 209-223). 
Prentice-Hall. 
 
Gedeon, S. (2010). What is entrepreneurship? Entrepreneurial Practice Review, 1(3), 16-35. 
 
Gerber, T., & Saiki, D. (2010). Success according to professionals in the fashion industry. The 
Career Development Quarterly, 58, 219-229. 
 
Giles, D. (2012). Designing New York’s future. Center for an Urban Future. Retrieved from 
https://nycfuture.org/research/designing-new-yorks-future 
 
Greve, A., & Salaff, J. (2003, Fall). Social networks and entrepreneurship. Entrepreneurship: 
Theory and Practice, 5-37. 
 
Guba, E. G., & Lincoln, Y. S. (1994). Competing paradigms in qualitative research. In N. K. 




Ha-Brookshire, J. E., & Lu, S. (2010). Organizational identities and their economic performance: 
An analysis of U.S. textile and apparel firms. Clothing and Textiles Research Journal, 28, 
174-188. 
 
Hall, S., & Jefferson, T. (1976). Resistance through rituals: Youth subcultures in postwar 
Britain. Hutchinson. 
 
Haltiwanger, J. C., Jarmin, R. S., & Miranda, J. (2010). Who creates jobs? Small vs. large vs. 
young. National Bureau of Economic Research.  
 
Harris, S., & Wheeler, C. (2005). Entrepreneurs’ relationships for internationalization: 
Functions, origins and strategies. International Business Review, 14(2), 187-207. 
 
Hawley, J. M. (2006). Digging for diamonds: A conceptual framework for understanding 
reclaimed textile products. Clothing and Textiles Research Journal, 24(3), 262-275. 
 
Hayes, E., & Flannery, D. (2000). Women as learners. Jossey-Bass. 
 
Hebert, R. F., & Link, A. N. (1989). In search of the meaning of entrepreneurship. Small 
Business Economics, 1, 39-49. 
 
Hechavarria, D. M., Renko, M., & Matthews, C. H. (2012). The nascent entrepreneurship hub: 
Goals, entrepreneurial self-efficacy and start-up outcomes. Small Business Economics, 
39, 685-701. 
 
Heiman, M. E., & Chen, J. J. (2003). Entrepreneurship as a solution: The allure of self-
employment for women and minorities. Human Resource Management Review, 13(2), 
347-364. 
 
Heller, S., & Talarico, L. (2008). The design entrepreneur: Turning graphic design into goods 
that sell. Rockport. 
 
Hemphill, D., & Leskowitz, S. (2013). DIY activists: Communities of practice, Cultural 
dialogism, and radical knowledge sharing. Adult Education Quarterly, 63(1), 57-77. 
 
Henning, E. B. (1977). Fibreworks. Cleveland Museum of American Art. 
 
Henry, C. (2020). Reconceptualizing the role of the future entrepreneurship educator: An 
exploration of the content challenge. Entrepreneurship and Regional Development, 32 
(9-10), 657-676. 
 
Hiemstra, R. (1994a). Self-directed learning. In T. Husen & T. N. Postlethwaite (Eds.), The 




Hisrich, R., & Peters, M. (1995). Entrepreneurship: Starting, developing, and managing a new 
enterprise (3rd ed.). Irwin. 
 
Hoogendoorn, B., van der Zwan, P., & Thurik, R. (2019). Sustainable entrepreneurship: The role 
of perceived barriers and risk. Journal of Business Ethics, 157, 1133-1154. 
 
Hope, J., & Hope, T. (1997). Competing in the third wave: The ten key management issues of the 
information age. Harvard Business Review Press. 
 
Hopp, C., Kaminski, J., & Piller, F. (2019). Accentuating lead user entrepreneur characteristics 
in crowdfunding campaigns—The role of personal affection and the capitalization of 
positive events. Journal of Business Venturing Insights, 11, 1-9. https://doi.org/10.1016/ 
j.jbvi.2018.e00106 
 
Horridge, P. E., & Craig, J. S. (2001). Female business owners in apparel manufacturing: An 
integrative perspective. Clothing and Textiles Research Journal, 19(3), 89-102. 
 
Huws, U. (2010). Expression and expropriation: The dialectics of autonomy and control in 
creative labour. Ephemera, 10(3/4), 504-521. 
 
Illeris, K. (2007). What do we actually mean by experiential learning? Human Resource 
Development Review, 2007(6), 84-95. 
 
Jackson, T., & Shaw, D. (2006). The fashion handbook. Routledge. 
 
James, N., & Busher, H. (2007). Ethical issues in online educational research: Protecting privacy, 
establishing authenticity in email interviewing. International Journal of Research and 
Method in Education, 30(1), 101-113. 
 
Jarvis, P. (2001). Learning in later life: An introduction for educators and careers. Kogan Page. 
 
Jennings, J. E., & McDougald, M. S. (2007). Work-family interface experiences and coping 
strategies: Implications for entrepreneurship research and practice. The Academy of 
Management Review, 32(3), 747-760. 
 
Johnstone-Louis, M. (2017). Corporate social responsibility and women’s entrepreneurship: 
Towards a more adequate theory of work. Business Ethics Quarterly, 27(4), 569-602. 
 
Kaplan, A. (1964). The conduct of inquiry. Harper & Row. 
 
Karlsson T., & Honig, B. (2009). Judging a business by its cover: An institutional perspective on 
new ventures and the business plan. Journal of Business Venturing, 24(1), 27-45. 
 
Kelley, E. P. (2003). Ethical perspectives on layoffs of highly compensated workers and age 





Kerr, W. R., & Nanda, R. (2009). Democratizing entry: Banking deregulations, financing 
constraints, and entrepreneurship. Journal of Financial Economics, 94, 124-149. 
 
Kirzner, I. M. (1997). Entrepreneurial discovery and the competitive market process: An 
Austrian approach. Journal of Economics Literature, 35(1), 60-85. 
 
Knowles, M. S. (1975). Self-directed learning: A guide for learners and teachers. Prentice-
Hall/Cambridge. 
 
Koch, G. (2006, April 27). Ball State fashion major is in vogue. The Star Press. Retrieved from 
http://www.bsu.edu/fcs/media/pdf/news.58.pdf 
 
Kolb, D. A. (1984). Experiential learning. Prentice-Hall. 
 
Kong, L. (2005). The sociality of cultural industries. International Journal of Cultural Policy, 
11(1), 61-76. 
 
Krishnakumar, M. (2014). The role of visual merchandising in apparel purchase decision. The 
IUP Journal of Management Research, 13(1), 37-54. 
 
Kuhn, K. M., & Galloway, T. L. (2015). With a little help from my competitors: Peer networking 
among artisan entrepreneurs. Entrepreneurship Theory and Practice, 39(3), 571-600. 
 
Kunz, G., Karpova, E., & Garner, M. (2016). Going global: The textile and apparel industry. 
Bloomsbury. 
 
Kuratko, D. F., & Hodgetts, R. M. (2001).  Entrepreneurship: A contemporary approach. 
Harcourt College. 
 
Kurz, E. (2010). Analysis on fashion design entrepreneurship: Challenges and supporting 
models (Master’s thesis). Retrieved from http://bada.hb.se/bitstream/2320/6702/1/2010. 
13.3.pdf 
 
Kuznetsov, S., & Paulos, E. (2010). Rise of the expert amateur: DIY projects, communities and 
cultures. Proceedings: NordiCHI, 2010, 295-304. 
 
Lampe, R., & Moser, P. (2010). Do patent pools encourage innovation? Evidence from the 
nineteenth-century sewing machine industry. The Journal of Economic History, 70(4), 
898-920. 
 
Lather, P. (1992). Critical frames in educational research: Feminist and post-structural 










Leitch, C., Welter, F., & Henry, C. (2018). Women entrepreneurs’ financing revisited: Taking 
stock and looking forward. Venture Capital: An International Journal of Entrepreneurial 
Finance, 20(2), 103-114. 
 
Lincoln, Y., & Guba, E. (1985). Naturalistic inquiry. Sage. 
 
Luckman, S. (2013). The aura of the analogue in a digital age: Women’s crafts, creative markets 
and home-based labour after Etsy. Cultural Studies Review, 19(1), 249-270. 
 
Lyonette, C., Kaufman, G., & Crompton, R. (2011). We both need to work: Maternal 
employment, childcare and health care in Britain and the USA. Work, Employment, and 
Society, 25(1), 34-50. 
 
Macko, A., & Tyszka, T. (2009). Entrepreneurship and risk taking. Applied Psychology: An 
International Review, 58(3), 469-487. 
 
Madhavi, S., & Leelavati, T. S. (2013). Impact of visual merchandising on consumer behavior 
towards women apparel. International Journal of Management Research and Business 
Strategy, 2(4), 61-72. 
 
Marshall, A., McColgan, P., & McLeish, S. (2012). Why do stock prices decline in response to 
employee layoffs? UK evidence from the 2008 global financial crisis. The Journal of 
Financial Research, 35(3), 375-396. 
 
Marshall, C., & Rossman, G. B. (2011). Designing qualitative research (5th ed.). Sage. 
 
Marsick, V. J., Bitterman, J., & van der Veen, R. (2000). From the learning organization to 
learning communities toward a learning society. ERIC Clearinghouse on Adult, Career, 
and Vocational Education. 
 
Marsick, V. J., & Watkins, K. E. (1990). Informal and incidental learning. Routledge. 
 
Martinez, J. (2009). Getting crafty—Beating the economy. Publishers Weekly, 9, 24-28. 
 
Maxwell, J. A. (2005). Qualitative research design: An interactive approach (2nd ed.). Sage. 
 
McGibbon, S. C., & Moutray, C. (2009). The small business economy: A report to the president. 





McGowan, P., Redeker C. L., Cooper, S. Y., & Greenan K. (2012). Female entrepreneurship and 
the management of business and domestic roles: Motivations, expectations and realities. 
Entrepreneurship and Regional Development, 24(1-2), 53-72. 
 
Merriam, S. B. (1998). Qualitative research and case study applications in education. Jossey-
Bass. 
 
Merriam, S. B., & Bierema, L. L. (2014). Adult learning: Bridging theory and practice. Jossey-
Bass. 
 
Merriam, S. B., & Brockett, R. G. (2007). The profession and practice of adult education: An 
introduction. John Wiley & Sons. 
 
Merriam, S. B., & Caffarella, R. S. (1999). Learning in adulthood. Jossey-Bass. 
 
Merriam, S. B., Caffarella, R. S., & Baumgartner, L. M. (2007). Learning in adulthood: A 
comprehensive guide (3rd ed.). Jossey-Bass. 
 
Miller, D. J., & Acs, Z. J. (2017). The campus as entrepreneurial ecosystem: The University of 
Chicago. Small Business Economics, 49(1), 75-95. 
 
Moolla, Z. (Ed.). (2014). You’ve made it, now sell it. Craftsellers, 36, 88. 
 
Moore, K. (2019). Report shows customers want responsible fashion, but don’t want to pay for 




Morris, T. H., & Konig, P. D. (2021). Self-directed experiential learning to meet ever-changing 
entrepreneurship demands. Education + Training, 63(1), 23-49. 
 
Moustakas, C. E. (1994). Phenomenological research methods. Sage. 
 
Murphy, G., Trailer, J., & Hill, R. (1996). Measuring performance in entrepreneurship research. 
Journal of Business Research, 36(1), 15-23. 
 
Oorlog, K., & Sadachar, A. (2017). Globally-sourced or American-made apparel: Post-election 
consumers’ preferences. International Textile and Apparel Association Annual 
Conference Proceedings 74. Retrieved from www.itaaonline.org 
 
Padovez-Cualheta, L., Borges, C., Camargo A., & Tavares, L. (2019). An entrepreneurial career 
impacts on job and family satisfaction. RAUSP Management Journal, 54(2), 125-140. 
 
Paul, S. (2019). #5 challenges faced as a fashion entrepreneur: What should be one’s approach 





Pasquarelli, A. (2013). E-tailors struggle for right fit. Crain’s New York Business, 29(6), 4-23. 
 
Patton, M. Q. (2002). Qualitative research and evaluation methods (3rd ed.). Sage.  
 
Percy, K., Burton, D., & Withnall, A. (1994). Self-directed learning among adults: The 
challenge for continuing educators. Quacks the Printer. 
 
Raffo, C., Lovatt, A., Banks, M., & O’Connor, J. (2000). Teaching and learning entrepreneurship 
for micro and small businesses in the cultural industries sector. Education and Training, 
42(6), 356-364. 
 
Ramlall, S. J., Al-Sabaan, S., & Magbool, S. (2014). Layoffs, coping, and commitment: Impact 
of layoffs on employees and strategies in coping with layoffs. Journal of Management 
and Strategy, 5(2), 25-30. 
 
Richardson, N. (2014). The future of clothes? Fast Company, 191, 78-79. 
 
Rossman, G., & Rallis, S. F. (1998). Learning in the field: An introduction to qualitative 
research. Sage. 
 
Round, J., & Williams, C. (2008). Evaluating informal entrepreneurs’ motives: Evidence from 
Moscow. International Journal of Entrepreneurial Behaviour and Research, 15(1),  
94-107. 
 
Sandlin, J. (2005). Andragogy and its discontents: An analysis of andragogy from three critical 
perspectives. PAACE Journal of Lifelong Learning, 14, 25-42. 
 
Saxenian, A. (1994). Regional advantage: Culture and competition in Silicon Valley and Route 
128. Harvard University Press. 
 
Schultz, T. W. (1975). The value of the ability to deal with disequilibria. Journal of Economic 
Literature, 13, 827-846. 
 
Schumpeter, J. A. (1912). The theory of economic development. Oxford University Press. 
 
Schumpeter, J. A. (1942). Capitalism, socialism and democracy. Harper & Row. 
 
Schuner, J. (2011). Open and shut (and open again). Entrepreneur, 39(12), 54-59. 
 
Shah, S. K., & Tripsas, M. (2007). The accidental entrepreneur: The emergent and collective 
process of user entrepreneurship. Strategic Entrepreneurship Journal, 1, 123-140. 
 
Shane, S., & Venkataraman, S. (2000). The promise of entrepreneurship as a field of research. 




Shirvanimoghaddam, K., Motamed, B., Ramakrishna, S., & Naebe, M. (2020). Death by waste: 
Fashion and textile circular economy case. Science of the Total Environment, 718. 
Retrieved from https://doi.org/10.1016/j.scitotenv.2020.137317 
 
Sischy, I. (2004). The journey of a woman: 20 years of Donna Karan. Assouline. 
 
Slotte-Kock, S., & Coviello, N. (2010). Entrepreneurship research on network processes: A 
review and ways forward. Entrepreneurship Theory and Practice, 34, 31-57. 
 
Smith, R. (2010). Antislick to postslick: DIY books and youth culture then and now. The Journal 
of American Culture, 33(3), 207-216. 
 
Smith-Hunter, A. E. (2008). Toward a multidimensional model of social entrepreneurship: 
Definitions, clarifications, and theoretical perspectives. Journal of Business and 
Economics Research, 6(6), 93-112. 
 
Solomon, S. J., & Mathias, B. D. (2020). The artisans’ dilemma: Artisan entrepreneurship and 
the challenge of firm growth. Journal of Business Venturing, 35(5), 106044. Retrieved 
from https://doi.org/10.1016/j.jbusvent.2020.106044 
 
Stake, R. (1995). The art of case study research. Sage. 
 
Stake, R. (2010). Qualitative research: Studying how things work. The Guilford Press. 
 
Stamato, L. (2000). Dispute resolution and the glass ceiling: Ending sexual discrimination at the 
top. Dispute Resolution Journal, 55(1), 24-31. 
 
Stangler, D., & Maxwell, K. (2012). DIY producer society. Innovations: Technology, 
Governance, Globalization, 7(3), 3-10. 
 
Statista Research Department. (2021). Global: E-commerce revenue from 2017 to 2025, by 
segment. Retrieved from https://www.statista.com/forecasts/1223973/e-commerce-
revenue-worldwide-by-segment 
 
Steinbring, Y., & Rucker, M. (2003). Utilization of post-consumer textiles and clothing. Journal 
of Family and Consumer Sciences, 95(2), 33-37. 
 
Stefko, R., & Steffek, V. (2018). Key issues in slow fashion: Current challenges and future 
perspectives. Sustainability, 10(2270), 1-11. 
 
Stevenson, H. H., & Gumpert, D. E. (1991). The heart of entrepreneurship. In The 
entrepreneurial venture. McGraw-Hill. 
 
Stockdale, S. (2003). Development of an instrument to measure self-directedness. (Doctoral 
dissertation). Retrieved from Proquest Dissertations & Theses Database: The Humanities 




Stoll, E. E., & Ha-Brookshire, J. E. (2012). Motivations for success: Case of U.S. textile and 
apparel small-and medium-sized enterprises. Clothing and Textiles Research Journal, 
30(2), 149-163. 
 
Strauss, A., & Corbin, J. (1990). Basics of qualitative research: Grounded theory procedure and 
techniques. Sage. 
 
Taylor, C. F. (2011). Socialising creativity: Entrepreneurship and innovation in the creative 
industries. Entrepreneurship and the creative economy: Process, practice, and policy. 
Edward Elgar. 
 
Tejada, C., & McWilliams, G. (2003). New recipe for cost savings: Replace highly paid workers. 
The Wall Street Journal, June 11. Retrieved from http://www.wsj.com/articles/ 
SB105527782366172400 
 
Terjesen, S. (2005). Senior women managers’ transition to entrepreneurship: Leveraging 
embedded career capital. Career Development International, 10(3), 246-262. 
 
Tesch, R. (1990). Qualitative research: Analysis types and software tools. Falmer. 
 
Todeschini, B. V., Cortimiglia, M. N., Callegaro-de-Menezes, D., & Ghezzi, A. (2017). 
Innovative and sustainable business models in the fashion industry: Entrepreneurial 
drivers, opportunities, and challenges. Business Horizons, 60(6), 759-770. 
 
Tough, A. (1971). The adult’s learning projects: A fresh approach to theory and practice in 
adult learning. Toronto: Ontario Institute for Studies in Education. 
 
Tough, A. (1979). The adult’s learning projects: A fresh approach to theory and practice in 
adult learning (2nd ed.). Toronto: Ontario Institute for Studies in Education. 
 
Tsolova, D. (2017). What is Just In Time manufacturing? Fashion Insiders & Co. Retrieved from 
https://fashioninsiders.co/toolkit/business-basics/just-in-time-manufacturing/ 
 
Unay, F. G., & Zehir, C. (2012). Innovation intelligence and the entrepreneurship in the fashion 
industry. Procedia—Social and Behavioral Sciences, 41, 315-321. 
 
U.S. Congress Joint Economic Committee. (2015). The economic impact of the fashion industry, 
Author. Retrieved from https://www.jec.senate.gov/public/_cache/files/638a7351-c79d-
4f4d-b1f2-13a4a4ae7a77/jec-fashion-industry-report----sept-2015-update.pdf 
 
U.S. Department of Veterans Affairs. (2007). Apparel and other textile products. Retrieved from 
http://www.vetsuccess.gov/resources/industries/profile?id=14 
 




Van Stel, A. J., & Storey, D. J. (2002). The relationship between firm births and job creation: 
Did this change in Britain in the 1990s? EIM Scales Paper N200202. EIM Business and 
Policy Research, Zoetermeer. 
 
Voight, V. (2014). Meet your maker. Adweek, 55(11), 22-25. 
 
Volery, T., & Mazzarol, T. (2015). The evolution of the small business and entrepreneurship 
field: A bibliometric investigation of articles published in the international small business 
journal. International Small Business of Journal, 33(4), 374-396. 
 
Wennekers, A. R. M., & Thurik, A. R. (1999). Linking entrepreneurship and economic growth. 
Small Business Economics, 13, 27-55. 
 
Wenting, R. (2008). Spinoff dynamics and the spatial formation of the fashion design industry. 
Journal of Economic Geography, 8, 593-614. 
 
Wilson, M. (2019). Naperville college, chamber launching new community for entrepreneurs. 
Daily Herald. Retrieved from https://www.dailyherald.com/business/20190529/ 
naperville-college-chamber-launching-new-community-for-entrepreneurs 
 
Wolcott, H. T. (1994). Transforming qualitative data: Description, analysis, and interpretation. 
Sage. 
 
Workman, J. E., & Cho, S. (2012). Gender, fashion consumer groups, and shopping orientation. 
Family and Consumer Sciences Research Journal, 40(3), 267-283. 
 
Yin, R. K. (2003). Case study research: Design and methods (3rd ed.). Sage. 
 
Yin, R. K. (2009). Case study research: Design and methods (4th ed.). Sage. 
 
Zhang, D. (2017). Investigating the perception of university entrepreneurship education. Journal 
of Entrepreneurship Education, 20, 2. Retrieved from http://link.galegroup.com/apps/ 
doc/A515012823/AONE?u=new30429&sid=AONE&xid=ce911390 
 
Zhao, F. (2005). Exploring the synergy between entrepreneurship and innovation. International 





Letter to Participants 
Dear Participant, 
This letter is to invite you to participate in my research study.  I am a doctoral candidate 
at Teachers College, Columbia University in the Adult Learning and Leadership program.  The 
study is part of the process in completing the degree requirement.  The purpose of this study is to 
explore the experience of how DIY fashion designers embrace DIY entrepreneurship.  This 
refers to fashion designers who decide to launch their own business and continue to create the 
handmade products to be sold. 
Currently, I am a professor teaching Fashion Merchandising in the Business department 
at a community college in MA.  In addition to teaching, I advise students planning to transfer to a 
four-year college or university, students looking for career opportunities after an associate 
degree, and students wanting to start a business as a student or after graduating.  I also work with 
different entrepreneurs and various organizations in my community. 
The research will consist of an individual interview, which will last 60-90 minutes based 
on your response and a 15-minute survey.  Through the interview, you will have an opportunity 
to share your experience from a designer to a designer and an entrepreneur, including both 
successful and challenging moments.  To accurately capture what you share, I ask for your 
permission to audio record the interview.  Your name and any other personal information will 
not be part of the study and I promise that the process will remain confidential.  All participants 
will be assigned a pseudonym.  After the individual interview, on a different date, I may ask you 
to participate in a focus study, which will last 60-90 minutes based on your response. 
I thank you for your consideration and willingness to share your experience from a 











Protocol Title: Exploring the Learning Process of DIY Fashion Designers Embracing DIY 
Entrepreneurship 
 




You are invited to participate in this research study called “Exploring the Learning Process of 
DIY Fashion Designers Embracing DIY Entrepreneurship.” You may qualify to take part in this 
research study because you are over 18 years old and have experience as a DIY designer and a 
DIY entrepreneur for three or more years. Approximately twenty people will participate in this 
study and it will take 60 minutes-90 minutes of your time to complete an individual interview. 
You may be asked to participate in a 60-90 minute focus group session with other participants in 
the future.  
 
WHY IS THIS STUDY BEING DONE? 
This study is being done to determine the learning process of how DIY fashion designers 
embrace DIY entrepreneurship. This refers to fashion designers who decide to launch their own 
business and continue to create the handmade products to sell. The researcher is interested in 
learning how some fashion designers find what they need to know and how they are able to 
acquire the very different set of skills needed. 
 
WHAT WILL I BE ASKED TO DO IF I AGREE TO TAKE PART IN THIS STUDY?  
If you decide to participate, the primary researcher will ask you to complete a demographic 
survey, individually interview you, and ask that you participate in a focus group session with 
your peers. 
 
First, you will be asked to fill out a demographic survey about your background and experiences. 
This will take about fifteen minutes.  
 
The individual interviews will be conducted face-to-face, using an online platform like Zoom (or 
Skype), or over the phone. You will pick what is convenient to you. During the individual 
interview, you will be asked to discuss your experience as a designer and an entrepreneur. This 
interview will be audio-recorded. The researcher will notify you when the audio-recorder is 
started and stopped. After the audio recording is written down (transcribed) by professional 
transcription services, the audio recording will be deleted. If you do not wish to be audio-
recorded, you will still be able to participate. The researcher will just take hand-notes. The 
interview will take approximately 60-90 minutes. You will be given a pseudonym or false name 




You will then be asked to participate in a focus group run by the primary researcher where 
designers and entrepreneurs like yourself will discuss their experiences holding both roles. 
Similar to the individual interviews, the focus group session will be audio-recorded. After the 
audio recording is written down (transcribed) the audio recording will be deleted. Everyone will 
be asked not to discuss what is being spoken about outside of the group but it is impossible to 
guarantee complete confidentiality. This focus group session will take about 60-90 minutes.   
 
All of these procedures will be done at a quiet location and at a time convenient to you. I can 
arrange a private conference room, if needed. 
  
WHAT POSSIBLE RISKS OR DISCOMFORTS CAN I EXPECT FROM TAKING PART 
IN THIS STUDY?  
The study will involve minimal risk for participants. Interviews will cover participant’s personal 
reflection on the experience of being a DIY entrepreneur. Minimal risks may involve 
psychological distress in discussing their challenges in serving different roles, both as a designer 
and an entrepreneur. The questions are general enough for the participants to share their lived 
experience, allowing them to share as much or little as they want. 
The primary researcher is taking precautions to keep your information confidential and prevent 
anyone from discovering or guessing your identity, such as using a pseudonym instead of your 
name and keeping all information on a password protected computer and locked in a file drawer.  
 
WHAT POSSIBLE BENEFITS CAN I EXPECT FROM TAKING PART IN THIS 
STUDY?  
There is no direct benefit to you for participating in this study. Participation may benefit the field 
of teacher education to better understand the best way to prepare students to become 
entrepreneurs.  
 
WILL I BE PAID FOR BEING IN THIS STUDY?  
You will not be paid to participate. There are no costs to you for taking part in this study.  
 
WHEN IS THE STUDY OVER? CAN I LEAVE THE STUDY BEFORE IT ENDS?  
The study is over when you have completed the survey, the individual interview, and for some 
participants, the focus group session. However, you can leave the study at any time even if you 
have not finished.  
 
PROTECTION OF YOUR CONFIDENTIALITY  
The primary researcher will keep all written materials locked in a desk drawer in a locked office. 
Any electronic or digital information (including audio recordings) will be stored on a computer 
that is password protected. What is on the audio recording will be written down and the audio 
recording will then be destroyed. Regulations require data to be kept for at least three years after 
the completion of the study. There will be no record matching your real name with your 
pseudonym. 
 
For quality assurance, members of the Teachers College Institutional Review Board (IRB) may 
review the data collected from you as part of this study. Otherwise, all information obtained from 
204 
 
your participation in this study will be held strictly confidential and will be disclosed only with 
your permission or as required by U.S. or State law.  
 
HOW WILL THE RESULTS BE USED?  
The results of this study may be published in journals and presented at academic conferences. 
Your identity will be removed from any data you provide before publication or use for 
educational purposes. Your name or any identifying information about you will not be published. 
This study is being conducted as part of the dissertation of the primary researcher.  
 
CONSENT FOR AUDIO RECORDING 
Audio recording is part of this research study. You can choose whether to give permission to be 
recorded. If you decide that you don’t wish to be recorded, you will still be able to participate in 
this research study. 
 








WHO MAY VIEW MY PARTICIPATION IN THIS STUDY 
 
___I consent to allow written or audio-recorded materials viewed at an educational setting or at a 




___I do not consent to allow written or audio-recorded materials viewed outside of Teachers 




WHO CAN ANSWER MY QUESTIONS ABOUT THIS STUDY? 
If you have any questions about taking part in this research study, you should contact the 
primary researcher, Ashli Ree, at XXXXXXX@colmbia.edu.   
 
If you have questions or concerns about your rights as a research subject, you should contact the 
Institutional Review Board (IRB) (the human research ethics committee) at 212-678-4105 or 
email IRB@tc.edu or you can write to the IRB at Teachers College, Columbia University, 525 
W. 120th Street, New York, NY 10027, Box 151. The IRB is the committee that oversees human 






 I have read the Informed Consent Form and have been offered the opportunity to 
discuss the form with the researcher.  
 I have had ample opportunity to ask questions about the purposes, procedures, risks 
and benefits regarding this research study.  
 I understand that my participation is voluntary. I may refuse to participate or 
withdraw participation at any time without penalty.  
 The researcher may withdraw me from the research at the researcher’s professional 
discretion if either the researcher or the participant becomes uncomfortable. 
 If, during the course of the study, significant new information that has been 
developed becomes available which may relate to my willingness to continue my 
participation, the researcher will provide this information to me.  
 Any information derived from the research study that personally identifies me will 
not be voluntarily released or disclosed without my separate consent, except as 
specifically required by law.  
 Identifiers may be removed from the data. De-identified data may be used for future 
research studies, or distributed to another researcher for future research without 
additional informed consent from you (the research participant or the research 
participant’s representative). 
 I should receive a copy of the Informed Consent Form document.  
 
My signature means that I agree to participate in this study: 
 










1. First and Last Name: 
2. Email: 
3. Phone number: 
4. Pseudonym to be used in the study: 
Background Information 
5. Years of experience as an entrepreneur: 
6. Marital status: 
7. Ethnicity/Race: 
8. Gender: 
Educational and Other Learning/Training Experiences 
9. Highest level of degree earned: 
10. Area of academic concentration: 
11. Other learning/training experiences including informal settings: 
Professional Experiences 
12. List occupations from the past including duration: 






Research subquestion 1: Dual identity 
 Please tell me about yourself, including your experience of being a DIY designer and 
wanting to also be a DIY entrepreneur. 
 Do you recall when you made the decision to become an entrepreneur?  (If yes, please 
describe how it happened) 
 How would you compare your life then – being a DIY designer, and now – being a DIY 
designer and a DIY entrepreneur? 
 Thinking about what it was like when you first started, and what you know now, are there 
things you would have done differently? 
Research subquestion 2: Challenges 
 What are some of the things you had to give up?  Did you have to make any design 
changes or life style changes? 
 Are there times when you want or wanted to quit the journey?  (If yes, why?  For both 
yes/no, what enabled you to persist?) 
 Considering that you have competitors, including designers/entrepreneurs who also sell 
handmade products, as well as other companies selling mass-produced products, why do 
you think your customers come to you instead? 
 Thinking of the design process and the business process, were there times when you had 
to make changes and do things differently? 
 Given that the majority of the businesses choose overseas mass-production, what led you 
to making your own products or relying on small local manufacturing instead? 
208 
 
Research subquestion 3: Learning Needed 
 How did you obtain information and learn to become an entrepreneur?  Were there any 
specific sources and/or people involved? (ask for examples, if needed – challenges, 
turning points, high and low points) 
 Thinking about your past educational experiences, what are some of the information you 
wish that the schools had offered? 
 Thinking about your past professional experiences, what are some of the information you 
wish you had learned while working? 
 Were there things you learned from school or work that you found to be particularly 
valuable for an entrepreneur? 
Research subquestion 4: Learning Strategies 
 I am interested in your thoughts regarding entrepreneurial learning strategies.  If you 
become a mentor and have to give advice to new entrepreneurs, what are some of the 
strategies and tips you would give? 
  When there were challenges with the design process or the business, who or where did 
you go for support? 
 Has the way you go about obtaining information, stayed the same, or changed since you 
started your journey as an entrepreneur?  How? 





Focus Group Protocol 
1. Describe your role as a DIY designer. 
(Probe 1: Walk me through a recent project.) 
(Probe 2: What tasks do you have to undertake in the design process?) 
2. Now, describe your role as a DIY entrepreneur. 
(Probe 1: How is the role different from being a DIY designer?) 
(Probe 2: As a business decision maker, what are some other things you have to consider 
or do?) 
3. What knowledge, skills, and personal attributes are needed for a DIY designer?   
(Probe: Would you give an example of when you needed _(participant response)_?) 
4. What knowledge, skills, and personal attributes are needed for a DIY entrepreneur?  
(Probe: Would you give an example of when you needed _(participant response)_?) 
5. How did or do you acquire them?  
(Probe 1: Do you have a go-to person or a source?) 
(Probe 2: Why is this your go-to source?) 
6. How do you perform both roles that may be very different?   






1. Why do certain fashion designers decide to become entrepreneurs? 
1a Professional artist/craftsperson 
1b Control (both product and the process of selling) 
1c Options 
1d Transition 
1e Family influence  
1f Positive feedback  
1g Opportunity 
1h  Problem solving/need/design invention 
1i Purpose 
1j Eco-friendly (zero/less waste, local) 
1k Using existing resources (skills, equipment) 
1l Versatility (clothes and people/sizing) 
1m Age (young and old) 
1n Evolves/Growth 
1o Importance of self-support 
1p Personal transformation 
1q Selling supports habit 
1r Economy in small community 
1s Started with nothing/low cost 
 
 
2. What are the conflicts or challenges these fashion designers face, as they become 
entrepreneurs (while maintaining their role as fashion designers), and how do they 
work through them? 
2a Building business and relationship 
2b Income  
2c Work life balance 
2d Complex to simpler designs 
2e Fear/Emotional 
2f Pricing/profit 
2g Luck   
2h Limitation   
2i Conflict between competing roles 
2j What I know vs. what I don’t know 
2k Not knowing what I don’t know   
2l Priorities/organization 
2m Supplier dependence 
2n Have to be independent 
2o Has to be fresh 
2p New technology/online selling 
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2q Isolation as a maker  
2r Need to diversify products 
 
3. How do fashion designers learn what they need to learn in order to become 
entrepreneurs (while maintaining their role as fashion designers)? 
3a Trends (more than fashion) 
3b Connection 
3c  Small business organizations 
3d Art vs. business (disconnection, including school vs. work) 
3e Apprentice/training programs (holistic) 
3f Trial and error (learning from mistakes) 
3g Online (information, testing market, tutorials) 
3h School/workplace learning (still someone else’s business) 
3i Formal 
3j Informal 
3k Testing market 
3l Educating customers 
3m Importance of small goals 
3n More than outcome 
3o Creative solutions  
3p Industry terms 
 
4. How do fashion designers develop the learning strategies and find support they need to 
become entrepreneurs (while maintaining their role as fashion designers)? 
4a Find three mentors 
4b Routine (3-1-3, try it for a year) 
4c Repetition (skills builds with time) 
4d Internal dialogue (learn from every sale, filter information) 
4e Self-directed (research, internet, blogs, podcasts, library) 
4f Entrepreneurship/business classes 
4g Persistence (patience, age, waiting for tipping point) 
4h Online (support, friends, free apps) 
4i Being present, but selective (showing up) 
4j What I can vs. cannot 
4k Learning what I need to learn (continuous learning) 
4l Feedback (both makers and wearers) 
4m Set clear goals 
4n Technology (digital printing, internet, YouTube) 
4o  Finding what I lack 
4p Value in working with others 
4q Teaching/coaching/mentoring others (not just beginners) 
4r Want to learn from master teachers (certain skills, online classes) 
4s Support in categories, i.e. design, business, set up, etc. 











Research Question 1: Why do certain fashion designers decide to become entrepreneurs? 
 
Pseudonym Fulfilling a need 100% More options 95% 
Experiencing 
transitions 70% 
 1 2 3 4 5 6 7 8 9 10 11 
Angora X X X X X X X X X X X 
Boucle X X X X  X X X  X  
Cotton   X X X X X X  X  
Damask X X X X X X X  X X X 
Eyelet  X X X X X X  X X X 
Gabardine X X X X X X X X X X X 
Hemp X X X X X X X X X X X 
Interlock X X X X X  X  X X X 
Jersey X X X X X X X X    
Knit X X X X X X X X    
Linen X X X X X X X X    
Nylon X X X X X X X X X X  
Olefin X X X X X X X X X X  
Pima X X X X X X X X  X X 
Qiviut X X X X X   X X X  
Rayon X X X X X X X  X  X 
Silk X X X X X   X  X  
Tencel X X X X X X X X X X X 
Velvet X  X X X  X   X  
Wool X  X X X X X  X X X 
TOTAL 90% 85% 100% 100% 95% 80% 90% 70% 60% 70% 50% 
 
1=To be a professional artist or a craftsperson 
2=Create one of a kind works 
3=Growth (experiment and evolve) 
4=Positive feedback 
5=More control in the process and the product 
6=Low cost 
7=Different way of selling 








Research Question 2: What are the conflicts or challenges these fashion designers face as they 
become entrepreneurs (while maintaining their role as fashion designers), and how do they work 
through them? 
 






 1 2 3 4 5 6 7 8 9 10 
Angora X X X X X X X X   
Boucle X X X  X X  X X X 
Cotton X X   X X X X X X 
Damask X X X X X X X X X X 
Eyelet  X    X X  X  
Gabardine X X X X X X X X X X 
Hemp X X  X X  X X X X 
Interlock X X X X X X X X X  
Jersey  X  X X X  X X X 
Knit X X  X X X  X X  
Linen X  X X X  X X X  
Nylon X X X X X X X X X X 
Olefin X X X X X X  X X X 
Pima X X X X X X X X X X 
Qiviut X X  X  X  X X X 
Rayon X X X X X X X X X X 
Silk X X X X X X  X X  
Tencel X X X X X X X X X  
Velvet X X X X  X X X  X 
Wool X X X X  X X X X X 




3=Limitations and luck 
4=Non-stop work 
5=Having to change designs 
6=Changes in business 
7=Technology, including online selling 
8=Uncertainty 
9=Self-value 








Research Question 3: How do fashion designers learn what they need to learn in order to become 
entrepreneurs (while maintaining their role as fashion designers)?  
 






 1 2 3 4 5 6 7 8 
Angora  X X X X X X X 
Boucle X X X  X X  X 
Cotton  X X  X X X X 
Damask X X X X  X  X 
Eyelet  X X X X X  X 
Gabardine X X X X X X  X 
Hemp X  X X X X X X 
Interlock  X X X X X X X 
Jersey X X X X X X  X 
Knit X  X X  X  X 
Linen  X  X X X X X 
Nylon X X X  X X X X 
Olefin  X  X X X X X 
Pima X X X  X X  X 
Qiviut  X  X X X X X 
Rayon X X X   X X X 
Silk X X X   X  X 
Tencel X X X X X X X X 
Velvet X X X  X X X X 
Wool X X X X X X X X 
TOTAL 65% 90% 85% 65% 80% 100% 60% 100% 
 
1=Fashion 





7=The disconnect between formal education and entrepreneurial reality 






Research Question 4: How do fashion designers find the learning strategies and the support they 
need to become entrepreneurs (while maintaining their role as fashion designers)? 
 
Pseudonym Support Group (80%) Forming Habits (80%) 
 1 2 3 4 5 6 
Angora X X X  X X 
Boucle   X X  X 
Cotton   X X X X 
Damask X    X X 
Eyelet X    X X 
Gabardine X   X X  
Hemp X X  X X X 
Interlock X   X X X 
Jersey X X  X   
Knit X X   X X 
Linen X X  X  X 
Nylon X X  X X X 
Olefin X X  X X X 
Pima X  X X X X 
Qiviut X X X X X  
Rayon X   X X X 
Silk    X X X 
Tencel X X  X  X 
Velvet    X X  
Wool X X  X  X 
TOTAL 80% 50% 35% 80% 75% 80% 
 
1=Working with like-minded others 
2=Shared makerspace 
3=Finding mentors 
4=Learning by doing 
5=Forming goals 















Learning in Different Stages 
Entrepreneurial Stage Dilemma Learning 
Novice (3-5 years) -Too many different points of 
view from different experts 
and mentors. 
-Defined one’s own goal and 
always referred back to it. 
-Products are not selling or 
they are seasonal. 
-Conducted market research 
and modified designs to what 
customers would want. 
 
-Continued bulky-weight 
knitwear for fall and winter, 
but learned how to crochet to 
create spring and summer 
products. 
-Customers question or 
criticize the price point. 
-Justified the work and self-
value by showing the process 
and educating the customers. 
-Financial instability. -Found or kept another job, 
but as a business strategy 
only to make the business 
grow. 
-Not enough customers. -Created an additional line of 
convertible garments that 
were modified to be sold as 
adaptive clothing to patients. 
 




Middle (6-10 years) -People pretending to be 
customers asked supplier 
information which led to 
losing some business. 
-Created a clear list of the 
things that can hurt the 
business if shared and did not 
share them. 
-Some smaller craft fairs not 
working out while competing 
with other sellers selling 
inexpensive products. 
-Looked for more curated 
marketplaces with similar 
priced products and with 
customers willing to pay the 
price. 
-Some products just take too 
long to make for the price 
customers are willing to pay 
for. 
-Modified the process or the 
products so it would be more 




-For various reasons, business 
is just slow on some days or 
in some places. 
-Found different ways to sell, 
including at shows, own 
business place, wholesale, 
and special events. 
-Not enough time and energy 
to follow every path. 
-Decided what one can or 
wants to do and dropped 
others. 
Seasoned (11-plus years) -Dyed own yarn to make 
hand knit products more 
unique and some customers 
wanted to buy just the yarn. 
-Diversified the same product 
by selling the yarn and the 
finished product. 




-Cut ties with unprofessional 
retailers. (After a few 
attempts of calling and 
leaving a message, showed up 
and pulled all products out.) 
-At some point, the shows 
changed and the customers 
changed and the business was 
not as profitable. 
-Did not stop the shows, but 
put more effort into retailers, 
which were more profitable. 
-There were concerns from 
wholesale buyers questioning 
why the products did not look 
exactly the same. 
-Be very clear from the 
beginning that handmade 
products will have some 
variations. 
-The signature look initially 
brought the customers, but 
there were few repeat 
customers. 
-Keep the signature look so 
the customers recognize it, 
but update it every few 
seasons so it looks fresh. 
 
